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Abstract 
This thesis examines two late Victorian fictions of duality: Robert Louis 
Stevenson's The Strange Case of Dr Jekyll and Mr Hyde (1886) and Oscar Wilde's The 
Picture of Dorian Gray (1891). My primary focus is an exploration of how the tensions 
between social conformity and the need to have freedom play themselves out in the lives 
of the two intellectual Victorians, Henry Jekyll and Dorian Gray. 
The introduction provides an overview to this dissertation. It begins with a brief 
summary of the Victorian era. In addition, it also defines the idea of the double as a 
technique in literature and the idea of freedom as a basic human need. 
The first chapter explores Stevenson's The Strange Case of Dr Jekyll and Mr 
Hyde. It discusses how Jekyll, a morally compelled gentleman, is conditioned by the 
Victorian standard of respectability and how he attempts to seek forbidden and absolute 
freedom through the creation of Hyde as his double. However, by activating his darker 
attributes, he moves himself from the extreme of self-suppression into another extreme of 
complete corruption. 
The second chapter discusses Wilde's The Picture of Dorian Gray. It investigates 
the socializing process by which Dorian's free spirit develops within a Victorian 
community of aesthetic dandies. In addition, it also examines how Dorian turns a portrait 
into his double, which allows him to further subvert the ethical bases of the Victorian 
civilization. The emphasis is that Dorian's ever-intensifying self-indulgence is 
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potentially destructive. When being exploited, freedom can easily lead to a disastrous 
consequence. 
The final chapter is a comparative study of the two texts. It discusses whether 
Jekyll and Dorian can really turn away completely from the social influence or not. The 
conclusion is that even if Jekyll and Dorian attempt to free themselves against restraints, 
they remain largely bounded by the social matrix. Society never ceases to be the shaping 
force throughout their lives. With their minds so conditioned by the Victorian orthodoxy, 
they both fail at the end because they have developed a socially instilled mental defense 




(Robert Louis Stevenson)的《化生博士》(Jhe Strange Case of Dr Jekyll and Mr Hyde) 
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Introduction 
The Victorian Age, the Literary Double and Freedom 
The Victorian era begins with the accession of Queen Victoria to the throne in 1837 
and ends when she dies in 1901. Since the Victorian era covers such a long time period, 
it expresses itself as a fusion of different values. The rise of evangelism, utilitarianism, 
socialism and Darwinism during this period can further reinforce its cultural dynamism. 
On the one hand, it is a time of prosperity, with great industrial expansion at home and 
imperial expansion abroad. On the other hand, it is also a time that people constantly 
associate with 'repression' and 'restraint'. Obviously, the Victorian era is an age 
characterized by diversity, and its complexity or even antagonism provides an exciting 
landscape for exploration. 
For some people, the Victorian era is an age of moral elevation or strict standards. 
Through regulating almost every aspect of human life, the society promotes virtues like 
honesty, politeness, sobriety, frugality, prudence, duty, earnestness, and respectable 
behavior. During this great era of social codification, society plays an important role in 
regulating its members' lives. Placing a higher value than ever before on the importance 
of respectability, it exerts pressure on people to display conformity. In Victorian People 
and Ideas: A Companion for the Modem Reader of Victorian Literature (1973), Richard 
D. Altick notes that: 
In an age, when respectability was a goal to which most people 
aspired, meaning above all the approval of ones peers, the pressures 
for conformity were stronger than they had perhaps ever been. It was 
not merely a matter of satisfying the pedantic moralists who fussed 
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about trivial details of language and behaviour: one felt, however 
subconsciously, the weight of a whole society's ethos, its criteria of 
decorum, which rested, ultimately, on religious grounds. (185) 
The rigid social codes, however, represent only one aspect of the age. Although 
Victorians are considerably repressed, the society does provide important outlets for their 
freedom. The widespread popularity of prostitutes, for example, is an evidence to the 
social tolerance of commercial sex. With an exceptionally great number of prostitutes, 
brothels, opium dens and taverns, the Victorian era harbours a corruptive side under its 
respectable facades. In this regard, the Victorian age is a particularly interesting age 
because it is a combination of both rigid morality and appalling corruption. 
This thesis addresses what William Ewart Gladstone calls the "fastidious 
immoralists" in Richard Shiningthunder Francis' Sex and Morality, Victorian Style 
(1998). By focusing on the two novels, Robert Louis Stevenson's The Strange Case of 
Dr Jekyll and Mr Hyde (1886) and Oscar Wilde's The Picture of Dorian Gray (1891)，I 
shall show how the tensions between social conformity and the need to escape from such 
strict standards play themselves out in the lives of the two Victorian gentlemen, Henry 
Jekyll and Dorian Gray. While these two men come from somewhat different social 
circles (Jekyll is an upper-middle class physician while Dorian is an upper-class 
aristocrat), their efforts to accomplish a Victorian impossibility - to be simultaneously 
socially respectable and utterly free — powerfully illuminate these contradictions of 
Victorian society. Working under the pretence of free will, they both attempt to go 
through their lives by freeing themselves from the restraints imposed by their 
communities - to provide for and to protect the self and the related. Nevertheless, the 
most influential on their ideas and wills is the way in which their communities are 
organized. Since their thinking does not exist in a vacuum, but is strongly influenced 
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by their class, social positions and experiences, they can never get rid of the social 
teaching all together. As we shall see in the subsequent chapters, Jekyll's and Dorian's 
effort to free themselves from their social conditioning ends in failure ultimately because 
their character has internalised external necessities and thus harnessed their energy for 
their given social circles. 
Victorian Pressures 
Puritanism is widely recognized as one spirit of the Victorian age. Imposing a strict 
code of chastity, it emphasizes the importance of self-discipline and self-restraint. 
Generally, Victorian Puritanism spoke out against sex. Seeing the physical body and sex 
as intrinsically unclean, it claimed that Victorians should not surrender to their sexual 
desire. Carried to an extremity, it even gave rise to the idea that sex for women should 
merely be a means for reproduction. Although men could have more scope to have 
sexual pleasure, they too should be terribly ashamed of their innate impulses and 
improper behavior. In Victorian Culture and Society (1973), Eugene C. Black comments 
on Victorian sexuality, "pleasure was for men, procreation for women. But even 
pleasure was circumscribed and laden with guilt" (384-5). Since Puritanism calls for a 
strict commitment to moral responsibility, anything sexual should be chastised and 
concealed. Due to its strict control in the area of sex, the Victorian age is sometimes 
described as an era of moral conservatism. 
Besides, propriety of conduct and manner was of great importance during the 
Victorian era. Etiquette provided a codified method of dealing with social situations. 
Good manners encompassed wide-ranging aspects like personal appearance, gesture, 
speech, emotional control and even table etiquette. In fact, it was one's proper conduct 
and manner, rather than wealth that truly validated one's gentility. As Sally Mitchell 
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indicates in Daily Life in Victorian England (1996), 
A man of good family would have a better opportunity to acquire the 
manners and education that marked his gentlemanly status. 
Nevertheless, even an aristocrat would no longer be considered a 
gentleman if his public behavior was outrageously coarse or if he was 
dishonorable in his dealings with members of his own class. (269) 
In fact, gentlemanly conduct and manner were not a matter of mere personal taste or 
choice. Instead, they were a matter of "obligation" (Mitchell, 269). With a sense of 
public duty, Victorians were expected to show substantial effort to foster the collective 
culture of their society. 
Submitting to the constructive power of the society, Victorians always had a deep-
seated quest for respectability. According to Mitchell, respectability in the Victorian 
period was used as "a primary social distinction" (262). Since respectability was 
dependent upon recognition, compliance with the social rule was necessary. In order to 
gain social validation, Victorians should maintain a standard of dress and conduct that 
was identified with the social codes. In addition, they should cultivate for themselves a 
restrained demeanor, behaving with courtesy and civility. Hence, conformity, especially 
in public, was the dominant mode of adaptive behavior during the Victorian era. By 
fulfilling the social expectations, Victorians could increasingly secure public acceptance 
and social esteem. On the contrary, if Victorians did not conform to the societal norms in 
public, they would probably suffer from marginalization or even condemnation. 
According to Black, "no man could misbehave without threatening his own prospects 
and those of his family" (385). 
Pressured to behave in ways which were consistent with the social expectations, 
Victorians were commonly seen as victims of repression. In The Victorian Period: The 
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Intellectual and Cultural Context, 1830 — 1890 (1993)，Robin Gilmour, for example, 
indicates that people tend to associate the adjective 'Victorian' with "restraint, 
repression, inhibition and an oppressive decorum" (9). In an essay "Victorian 
Sexualities", James Eli Adams comments, "Victorian has been a byword for a rigorous 
moralism centered on sexual repression" (125). Indeed, during the Victorian age, almost 
every aspect of Victorian life was regulated by the social customs and courtesies of 
polite society. Emphasizing the importance of behavioral homogeneity, the society 
pressed its members to follow strictly all the requirements of proper conduct. Enforcing 
rigid social control, it even deprived people of their individuality and creativity. Under 
oppression, Victorians had to follow the social codes if they wanted to preserve their 
reputations. 
Victorian Efforts to Escape from Oppressive Pressure 
Perhaps since human nature was extremely repressed during the Victorian period, it 
tended to express itself in even more subversive ways and this was most evident in the 
highly developed corruption of the English underworld. On the one hand, the Victorian 
society tried to foster a strict view of morality. On the other hand, it was also obsessed 
by sex. Although there is no official report on the number of prostitutes in London 
during the late nineteenth century, different parties have variously estimated the figure. 
As William Acton notes in Prostitution, Considered in its Moral, Social, and Sanitary 
Aspects in London and other Large Cities and Garrison Towns (1870), "Mr Colquhoim, 
a magistrate at the Thames Police Court, rated them at 50,000 some sixty years ago. The 
Bishop of Exeter spoke of them as reaching 80,000; Mr Talbot, secretary of a society for 
the protection of young females, made the same estimate" (136). In addition to the 
prostitute problem, Steven Eamshaw in "The Reason for Drinking in Hardy's The Mayor 
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of Casterbridge" (1998) suggests that "the drink question vexed Victorian society" 
(142). Drugs such as morphine, cocaine and opium were also widespread. To a certain 
extent, the cultivation of these problems was a direct result of the Victorian oppression. 
In fact, great pressures can force people to behave in ways that depart from generally 
accepted standards. In order to escape the overwhelming pressure imposed on them 
from outside, many Victorians needed to find an outlet. In this sense, places like brothels 
and taverns allowed people to escape from their oppressive everyday existence. 
Insisting upon only an outward conformity, many Victorians engaged themselves in 
a double life. In the public sphere, they followed the social rules to the extent that many 
other do. With the belief that upright posture is a manifestation of upright morality, they 
tried to present themselves as decent human beings. However, their cultivated 
performance was always a mere surface in comparison with their hidden corruption. In 
private spheres, Victorians were notorious for their self-indulgence. Masked by a 
surface of respectability, some Victorians habitually resorted to prostitutes, kept 
mistresses, took drugs and engaged in a variety of transgressive behaviors. Being so 
hypocritical, they were indeed not very temperate. Instead of disciplining themselves 
out of genuine concern for their own well-being, they just lived in artificial characters 
created for the purpose of social acceptance. 
Dandyism as a phenomenon in the late nineteenth century suggested an even more 
radical departure from the Victorian orthodoxy. According to Charles Baudelaire in 
"The Painter of Modem Life and Other Essays" (1863)，dandies have "no other calling 
but to cultivate the idea of beauty in their persons, to satisfy their passions, to feel and to 
think" (27). Rhonda K. Garelick, in Rising Star: Dandyism, Gender, and Performance 
in the fin de siecle (1998)，indicates, "the dandy's fastidiousness is a strategy of display, 
and could reach absorbing heights" (30). Regarding life as one great opportunity for 
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self-gratification, these dandies searched for pleasure in sex, drugs as well as alcohol 
irrespective of the social disapproval. Through subverting the Victorian orthodoxy 
openly, they intended to justify their adoption of a system fitting to their own social 
circle. Usually, dandies were termed 'rebellious' and 'subversive', characterizing their 
deviation from the bourgeois morality of respectability and self-restraint. Since their aim 
of life was to extend their pleasure and minimize pain, they always held an attitude of 
detachment with others. This also allowed them to have an increasing scope to 
challenge the rigid moral codes and act in accordance their own impulses. 
The tension between the power of society and the individual's need for freedom is 
often reflected in Victorian writing. In his essay "Fiction" (1999)，Hilary Schor observes 
that Victorian fiction is specifically concerned with "questions of outer and inner, public 
and private life; they tend to contrast the individual to cultural forces" (324). Especially 
by the end of nineteenth century, many of the literary works indicate a serious conflict 
between a character and the society, which threatens a radical loss of freedom. 
Experiencing rigid social control as constraining, some writers even dramatize the 
internal division of their fictional characters as a response to the society where "the 
claims of self-interest and common humanity are in conflict." ^ The Victorian fiction of 
duality, for example, is one literary sub-genre which can give full expression to the 
human deep-seated desire for freedom. As John Herdman notes in The Double in 
Nineteenth-century Fiction: The Shadow Life (1991), fictions of duality in the nineteenth 
century are predominately concerned with "the dialectic of spiritual pride" and especially 
with "the issue of free will" (3). These ideas are perhaps best expressed in Robert Louis 
Stevenson's The Strange Case of Dr Jekyll and Mr Hyde (1886) and Oscar Wilde's The 
Picture of Dorian Gray (1891). Showing a strong preoccupation with the theme of the 
1 Hawthorn, Jeremy. Multiple Personality and the Disintegration of Literary Character: From Oliver 
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double, these two novels engage with aspects of human experience rendered largely 
invisible by the dominant Victorian culture. In addition, they both illustrate how 
ambitious protagonists attempt to overspill their social boundaries and move out of 
bondage into freedom. 
The Literary Double: Attempts at a Definition 
The literary double is a complex concept for which there can be no simple 
definition. Although critics throughout the centuries have shown great insight when 
reviewing the literary double, they all commonly confess that the whole process of 
doubling is too complicated for an easy explanation. Right at the beginning of the 
Preface to The Divided Self: A Perspective on the Literature of the Victorians (1969)， 
Masao Miyoshi states that he does not attempt to deal simply with the genre of the 
double. In a footnote, he even admits frankly that "there is no satisfactory or 
comprehensive treatment of this subject" (xii). Similarly, in Doubles: Studies in Literary 
History (1987), Karl Miller also reinforces the conceptual complexity of the literary 
double. A passage from his work can actually summarize the ambiguity of the idea: 
There can be no satisfying short description of what doubles are, or of 
what they have become in shedding some part of their supernatural 
origins, as harbingers of evil and death, and growing into an element 
of individual psychology and a domestic feature. But it is time to 
repeat that they have often been about running away, and revenge, 
when these pursuits are enjoined and prevented, when they are left to 
the imagination. One self does what the other can't; one self is meek 
while the other one is fierce ... doubles may appear to come from 
Goldsmith to Sylvia Plath. 64. 
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outside . . .or from inside ... within these complications must surely lie 
an attempt to disclaim responsibility for events and crises which are 
internal to the individual but in which his environment will always 
seem to take part. (36) 
Instead of attempting a precise definition, Miller resorts to examining individual texts of 
duality with reference to their cultural-historical backgrounds. In fact, both Miyoshi and 
Miller are pioneering figures in the studies of the literary double. Their reluctance to 
theorize the idea, therefore, forcefully indicates how difficult it is to attempt a definition. 
In order to work out what exactly the literary double is, further investigation into the 
issue is necessary. 
Originating from German literature, the literary double or more specifically, 
Doppelganger, initially referred to a shadowy counterpart of one's self, which is 
usually invisible to others, but identical to its host. Yet even this sense of the term is 
not the earliest use of Doppelganger. In fact, Doppelganger is first designed as a 
reference to the person who undergoes a supernatural experience of seeing his own 
self, rather than the vision itself. Meaning "double-goer" literally, Doppelganger is a 
made-up word invented by Jean Paul Richter who defined the term in a footnote to 
Siebenkas (1796): “So heissen Leute, die sich selber sehen" (So people who see 
themselves are called). However, later on, people commonly employ the term to 
indicate the ghostly double of a living person, especially one that haunts "its fleshly 
counterpart" (Herdman, 13). 
Clearly, this initial concept of the double is rather simple. As indicated by Andrew 
Webber in The Doppelganger: Double Visions in German Literature (1996), the whole 
issue of doubling in Siebenkas is very much a process of "self-seeing" in which an "I" 
actively participates in life while another 'T' merely exists as a form of haunting being 
- 9 
(3). With neither agency nor subjectivity, the mysterious double is identified by Webber 
as "a visual object", following wherever its host subject goes (3). 
This preliminary definition of the literary double is extended by Herdman, who 
explains how the meaning of the double changed from a visual object to a psychological 
construct during the nineteenth century. According to Herdman, the double or 
Doppelganger refers primarily to "a second self or alter ego, which appears as a distinct 
and separate being apprehensible by the physical sense but which exists in a dependent 
relation to the original" (14). This definition is essential because it differentiates the 
literary double both from a mere ghost and from the divided self - the split personality or 
the schizophrenic character that we have commonly heard of. In literature of duality, 
then, the double refers not only to the psychological concept of a divided self, but also 
and specifically to an externalized being on which the divided self or the essence of that 
divided self is expressed, projected or represented. According to Clifford Hallam in 
"The Double as Incomplete Self: Toward a Definition of Doppelganger", the concept of 
the double results when the "inner being has in fact made its escape and exists without" 
(7). In this way, the literary double is a physical liberation of its subject's innermost 
feelings, which are usually buried from public inspection. It is only after the shadowy 
self within is externalized or projected on a discernible being without that it can be 
regarded as a literary double. 
Since the essential determinant of the literary double is its relationship to the 
subject, either an active agent or an object of experience can be manifested as a literary 
double. Very often, readers are preoccupied with the misconception that only an animate 
creature can be treated as a literary double. Undoubtedly, the doubles found in literature 
are usually capable of initiating action, moving anywhere they like and judging in 
accordance to their value systems. With agency of its own, the double can even react 
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against its subject in the most active manner. However, it is worth noting that the literary 
double can also be objectified as an inanimate thing, which passively serves as the 
reflection of its subject's inner reality. Indeed, I will argue that the 'picture' of Dorian 
Gray is such a double. Although this kind of double is less popular in literature of 
duality, it can still be a source of fear because it not only bears witness to its subject's 
spiritual corruption, but also reflects its subject's inner reality by making what is inside 
outside. According to Paul Coates in The Double and the Other: Identity as Ideology in 
Post-Romantic Fiction (1988)，such dualism between the subject and the inanimate 
double is closely "connected with the dualism of body and soul, which is also one of 
appearance and reality" (30). Reflecting its subject's soul experience and even 
degeneration, the objectified double can transform accordingly to serve as a visible 
reminder, or warning of its subject's corruption. Even though it can neither move nor 
think, it can indeed exercise powers and exert influences on its subject. 
The Double: Some Contentious Issues 
The device of the double has always presented some challenges, both to literary 
writers and to scholars who analyze literary texts. One complex issue is that of the 
relationship of the double to its host. In some literature of duality, the double is meek, 
haunted by the obligation to obey its master. Joseph Conard's "The Secret Sharer" 
(1910) is one example. In the story, the Captain' s hidden passenger, Leggatt, is 
depicted as a double who serves as a friend and a secret sharer to its subject. And surely, 
the literary double and its subject are psychologically inseparable, particularly since the 
literary double is unable to emerge and exist without its host. However, such reliance 
does not necessarily entail the double's complete submission. From Herdman's 
perspective, the literary double is dependent on, but not necessarily subordinate to its 
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owner: "By 'dependent' we do not mean 'subordinate', for often the double comes to 
dominate, control and usurp the functions of the subject" (14). 
Indeed, more often, the double, is depicted as a usurper or what Webber calls "a 
figure of displacement", obsessed by an earnest desire to struggle against its subject for 
mastery (4). Unwilling to be kept in a state of virtual slavery, it tries to seek its own 
freedom by disclaiming the supreme authority of.its subject. Stepping out of its assigned 
role as a secondary being, it even haunts its subject to death in an actively hostile 
fashion. This "power-play between the ego and alter ego" sometimes makes the literary 
double unable to extend itself in comradeship with the other self (Webber, 4). 
A second challenging aspect of the double, one which will be addressed at length in 
this and subsequent chapters, is whether the double symbolizes 'evil' or 'freedom' or 
some combination of the two. Displaying the hidden and repressed aspects of the human 
spirit, the literary double is very often negatively portrayed in stereotypes of barbarity, 
cruelty and aggressiveness. As John Rowan and Mick Cooper point out in The Plural 
Self: Multiplicity in Everyday Life (1999), the literary double generally will "connote 
one's darker, more sensuous and less socially consonant self (33). Derived from the 
subject's fallen nature, it can sometimes be taken as an evil extension of his inner 
monstrosity. Such an idea is also shared by Hallam who sees the root of the literary 
double's wickedness in its subject's very human impulses: "the very life force which 
animates the person characteristically returns in the form of an evil, haunting presence 
eager to do harm" (7). Very often but not necessarily, the double in literature is reduced 
into an id-like creature, driven wholly by its spontaneous impulses and sensual desires. 
Incapable of self-discipline and self-regulation, it may sexually assault women 
irrespective of their innocence. Unrestrained by any social order, it is free to destroy 
lives with resort to brutal violence. Its monstrosity is sometimes emphasized to such an 
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extent that it is even physically deformed. And it is understandable that the actions of 
such an evil double can become so destructive that they result in failure and death. 
However, although the literary double is usually threatening or sometimes even 
evil, it can also be taken as a symbol of freedom. As indicated by Michael Kane in 
Modern Men: Mapping Masculinity in English and German Literature, 1880-1930 
(1999)，the dualism between the subject and its double entails more that the notion that 
“one is better or more important than the other, or even that one is good and the other is 
bad" (7). In literature of duality, the protagonist is usually burdened with suppression. 
To find an outlet, he usually projects his suppressed forces within onto his double so that 
the double can act out or simply reflect what he desperately yearns for，but cannot 
possibly do. Sharing the inward truth of its subject, the double not only permits the 
expression of his aggressive impulses, but also conveys his longings and dreams in a 
more profound way, exerting a liberating effect on its subject. 
The Issue of Freedom in Fictions of Duality 
To say that the double represents 'freedom' takes us a long way from the simpler 
idea that the double is merely the embodiment of evil. Yet clearly 'freedom' itself is a 
broad term that can be defined in very different ways. Since, as we will see, the 
protagonists in both of the novels I will discuss are obsessed with the notion of freedom, 
it is necessary to explore this term more deeply particularly as it relates to fictions of 
duality. 
Undoubtedly, freedom is important and valuable to human beings. However, what 
precisely is freedom? Is it possible for human beings to be completely free? How do 
forms of social domination and exploitation serve as constraint on freedom? All these 
big questions are strikingly important for our conceptions of ourselves. In fact, the 
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concept of freedom is such an important idea that it has been explored by a wide range 
of academic disciplines, including philosophy, psychology, sociology, social psychology, 
theology, anthropology, behavioral science, and numerous cultural studies. Theories 
about freedom also vary greatly in their emphases. On the one hand, the controversies 
over freedom seem to make our understanding of the concept even more difficult. On 
the other hand, the diverse theories can complement each other and offer insights into the 
idea. 
The term 'freedom' is more commonly found in political spheres. On December, 
10 1984，the General Assembly of the United Nations adopted and proclaimed the 
Universal Declaration of Human Rights, which carefully enumerated areas of life where 
human beings have the rights to enjoy their freedom. This is indeed an important 
moment of history. In addition to showing how life should be lived, this declaration also 
validates freedom as an indispensable part of human existence. In fact, human beings 
throughout history are in search of freedom. Women, for example, aspire for freedom 
from the tyranny of patriarchal suppression. Through waging a series of feminist 
movements, they increasingly assert their self-worth and individuality. The anti-slavery 
movement is another example that shows how the oppressed rebel. Perhaps the best 
example can be found in American history. Denied basic rights in most aspects of 
society, black slaves dedicated themselves to struggle against the lifelong enslavement 
by whites. The growth of different liberation movements, here, has expressed the human 
strife for freedom. 
Instead of examining freedom in a political sense, however, this research focuses 
more on the freedom that people commonly long for in their daily lives, that is, the 
freedom that is independent of social regulation and hindrance. Yet even in this context, 
there are a number of ways that freedom can be perceived: 
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Freedom as the Absence of External Obstacles 
In one sense, freedom refers to the assertion of strong will against external 
obstacles. In Leviathan (1651)，Thomas Hobbes even suggests a definition of freedom 
as "the absence of external Impediments: which Impediments may oft take away part of 
a man's power to do what he would" (189). According to this definition, people are free 
if and only if they can do whatever they want without any control from external sources. 
In other words, once they are prevented from doing what they desire, they cannot be free 
at all. Undoubtedly, the more external obstacles, the more restrictions people will 
experience. In contrast, without external interference of any kind, people can 
increasingly do anything they like and lead their lives as fully as possible. In short, 
freedom, by its simplest definition, is a state of being able to act without external 
hindrance. 
Since freedom can be defined against external obstacles, it is essential to first 
examine the nature of external obstacles before we can possibly comprehend the idea of 
freedom itself. In the broadest sense of its definition, an external obstacle refers to 
anything beyond the self that may hinder the implementation of will. However, as 
Kristijan Kristjansson suggests in Social Freedom: The Responsibility View (1996)，not 
everything which "affects" someone is an obstacle (52). He further explains that 
"obstacles must impair, must narrow down possibilities or close options" (52). War is 
one such example. It is deadly oppressive because it can rob people of their lives at the 
worst, and disrupt their livelihoods at the least. Legal rule, though more prevalent and 
usually reasonable, is another kind of external obstacle. Prison, serving as a barrier to 
human movement, restricts the physical possibilities of behavior. In Social Philosophy 
(1973), Joel Feinberg indicates even more examples of externally imposed restraints, 
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which include phenomena differing as widely as interference by other people, poverty, 
transportation, weapons and natural disasters (13). 
In fact, freedom becomes impossible if it requires the absence of impediments 
because there is a sheer amount of external obstacles in the world that can restrain people 
from their wills. As social beings, it is almost impossible for human beings to cut off 
themselves completely from others. During daily social interactions, they even have to 
encounter with a great variety of people whose feedbacks not only influence their self-
presentation in public, but also contribute subsequently to their self-knowledge. Since 
human individuals depend on society for the sense of who they are, they need to make 
compliance for the larger social order, which inevitably involves the repression of 
personal interest. Living in a world with infinite external obstacles, human beings are 
subjected to the constant impediments against their assertion of free wills. There is no 
way for them to be free from all external restraints, simply because of the interaction 
between the within and the world without. The state of absolute absence of external 
obstacles, therefore, is not realizable in a sustainable manner. 
Freedom and Internal Obstacles 
Obstacles, however, do not come exclusively from the outside to hinder people's 
freedom. In fact, there is a kind of obstacle that operates automatically from within. 
Internalized societal values is such an example that deters human beings from acting by 
their wills. From the cradle to the grave, people are always influenced by societal values 
that manipulate their way of thinking and mode of behavior. They are always bounded 
by invisible bondages that are continuously constructed and reinforced by their 
interactions with their surroundings. According to Adam Podgorecki in Social 
Oppression (1993)，this kind of internal obstacle is called, "oppression from within" 
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(17). Unlike the legal systems, which are overt and easily recognizable, internal 
obstacles are both hidden and ubiquitous. Yet, despite their obscurity, they can be even 
more powerful than all the "spectacularly" overwhelming institutions that "constantly 
impose social conformity" (Podgorecki, 34). As Podgorecki suggests, 
There is the quiet oppression that comes from within. The 'installing' 
of an invisible internal agent of social control that is constantly 
evaluating, judging, monitoring, and possibly punishing one's own 
behavior exerts a much more subtle, effective, and penetrating control 
over one's relations with others than even the most sophisticated 
external measures. (35) 
The ultimate effect of internalized social values is that oppression becomes in fact 
self-oppression. Through transforming "oppression into self-oppression", people are not 
free in thought because the internal obstacles always permeate their conscious minds as 
well as their sub-conscious and unconscious minds (Podogrecki, 35). Even if people 
think that they have the feeling of freedom, they cannot be truly free because there is 
indeed a kind of control that "lies hidden and unseen, deep within the human psyche" 
(Podgorecki, 3). It is thus not true to say that human freedom is limited only because 
people's wills are subjected to external influences. People are not free because they 
cannot think outside of the framework created by their own internalized values. 
The internalized social values, which Podogrecki calls oppression from within, can 
regulate human being's behavior in two major ways. Firstly, they can make people 
display a ritualized compliance with the social rules. Having assimilated the social 
values as their own sustaining principles, people will act in ways that are usually 
consistent with the social expectations. Even with the absence of overt social pressure, 
they will still display cooperative behaviors because their wills and opinions are 
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influenced by the internal molds created by social influence. In this way, society 
influences people by altering their internal values to provide motivations to act in 
acceptable ways. The system is such that people are rewarded for displaying conformist 
behaviors and punished for breaking social rules. Eventually, they will incorporate 
themselves into society while thinking they have formed their own opinions. 
Secondly, internal obstacles can intrude on human actions by exerting on people an 
overwhelming sense of guilt. Generally, people who exploit freedom and violate rules 
are obsessed by a sense of guilt. Even if they can escape social sanctions, they fail to 
escape the blame of their conscience, which always serves so strong as an internal 
obstacle. Although conscience seems to generate from within, it is very much "an 
obligatory conditioning" because the society has put inside people its own ideas 
(Kristjansson, 104). Since ideology imposed from outside is constantly internalized as 
‘the truth', people's repentance can actually be taken as a result of their absorption of the 
social values. Having assimilated the social codes as an integral part of their values, they 
cannot truly do whatever they want because their socialized consciences have motivated 
them to feel guilty of their misconduct. Therefore, people are free only when their 
values do not conflict with social rules. Yet, this may not be the true and unconditional 
freedom. 
Human Struggle for Freedom under Severe Social Oppression 
Generally, human beings, hindered by both external and internal obstacles, try to 
conform themselves with the common values of social orders. However, in a brutal, 
crushing and oppressive situation, they will rise and react to fight for their basic human 
rights. In fact, social oppression always exists in people's daily lives because of the 
natural inequities among people. However, at its extremes, oppression enforces supreme 
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regulations over human behavior and requires absolute obedience. People who suffer 
from such social oppression are usually deprived of the freedom to choose the way they 
want to live. In addition, they are coerced into actions which are greatly contrary to their 
wants. Human behaviors under social oppression, therefore, are usually linked with 
transgressive activities. 
Under severe social oppression, people may behave in ways that depart from the 
generally accepted social standards. One type of human reaction to severe social 
oppression is "withdrawal" and "self-indulgence", which allows the assertion of 
individual freedom (Podgorecki, 26). To escape the overwhelming pressure brought by 
social oppression, people may try to seek freedom by leading a rather bohemian 
existence. By withdrawing themselves from the conventional codes of behavior, they 
fight for the freedom of expression and seek greater pleasure. Through self-indulgence, 
they can create their own space where they exist according to their own values. Instead 
of paying full attention to their duties and social obligations, they simply detach 
themselves from the oppressive society. In this regard, the bohemian life is very much a 
reaction against the orthodox, conventional and respectable life. In the chapters to 
follow, we can begin to see the character of Dorian Gray in Oscar Wilde's novel as this 
sort of person. 
Severe social oppression can also result in an accumulated sense of distress that 
even leads to compulsive, distorted, destructive behavior. Criminal actions and 
rebellions are examples of deviant behavior aroused from severe oppression. All 
throughout history, people rise up to overcome oppressive tyrants. Everywhere in the 
world, dynasties and governments were overthrown in the name of freedom. Uprisings, 
here, can be taken as movements for empowerment and people have shown that they 
will rebel if they are oppressed. Yet, these vigorous struggles can lead to changes at a 
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high price. In addition to the costs incurred on the oppressors, the costs to society are 
also deep. The immediate costs include the loss of human lives and material loss in form 
of buildings. In the long term, they also bring destruction to the cultural heritage. Social 
oppression, in this way, is deadly dangerous because it can force people to fight for their 
freedom in a destructive way. Generally, this progression of freedom, beginning in a 
desire to rebel yet ending in catastrophe corresponds to the career of Dr. Henry Jekyll 
in Robert Louis Stevenson's novel. 
Freedom should not be Unlimited 
There is no denying that social oppression can restrain people from acting in the 
ways they would like to behave. However, does it mean that all impediments are 
undesirable or unnecessary? Should people neglect, remove or even transgress all 
obstacles in order to seek freedom? Certainly not. Although natural liberty gives 
everyone the rights to everything for the preservation of their lives, limits must be 
imposed for the social harmony to exist. Law and order, for example, are necessary to 
govern human behaviors so that the most amount of freedom can be had by all. These 
laws and rules may erode human freedom because they are designed to control or alter 
human behavior. However, they can also underlie equality, independence and a good life 
of high quality for all. Rules for behavior must be made and enforced, but not so much 
as to destroy freedom, but to preserve it. 
In society, legal rules can bring order and should be observed even if they may 
constitute obstacles to human actions. Being a body of rules imposed by government, 
laws aim at upholding freedom, equality, justice, and fairness. They can protect people's 
democratic rights, civil liberties, freedom of market transactions and basic social 
opportunities. In addition, they can also protect people from the violence by setting up 
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the system of prison and by enforcing punishment on criminal action. Through setting 
what behaviors are legally acceptable and which are not, they can serve as guiding 
principles to human behaviors. Everyone must observe such laws or be punished. 
Certainly, social oppression is destructive because it can result in the distortion of 
freedom. Yet unrestrained freedom is equally undesirable. On the surface, boundless 
freedom may result in endless joy and it can allow people to gratify their wish to the full 
Indeed, both Henry Jekyll and Dorian Gray have their moments of believing this to be 
the case. However, if freedom were to be exercised without restraints of any kind, some 
people might enjoy unlimited freedom to the full by limiting or even violating the 
freedom of others. Such exercise of unlimited freedom not only defeats the ideal of 
maximizing freedom for all, but also leads to endless conflict and dispute. 
In fact, freedom might be seen as that which is allowed if and only if it does not 
infringe on the rights of another to enjoy their freedom. As John Stuart Mill states in On 
Liberty (1859), "the only freedom which deserves the name is that of pursuing our own 
good in our own way, so long as we do not attempt to deprive others of theirs, or to 
impede their efforts to obtain it" (36). In other words, human beings can be free only 
when they exercise'their freedom without depriving others of the same rights. The 
freedom of each must be limited and limited precisely for the purpose of preventing the 
freedom of one from destroying the freedom of others. In this regard, freedom should be 
based on commitment to law and social responsibility without which there can be no true 
freedom. 
To conclude, it is widely recognized that freedom is a double-edged sword. On the 
one hand, freedom provides human beings with a state in which they can develop their 
talents and explore life in its many dimensions. On the other hand, when it is exploited, 
it can become deadly destructive. The dangerous potential of freedom is what prompts 
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the society and government to place a limitation upon it. Freedom should be limited 
when it interferes with the freedom of another. Without a socially imposed restraint and 
self-discipline, freedom will not appear as a condition of self-interest and self-
expression, but as a license for corruption, state terrorism, censorship and destruction. It 
is true that human beings have the right to enjoy the freedom in the way that works best 
for them. However, they should not elevate individual freedom over any concept of the 
common good. According to Friedrich von Hayek in The Constitution of Liberty (1960), 
"liberty not only means that the individual has both the opportunity and the burden of 
choice; it also means that he must bear the consequences of his actions. Liberty and 
responsibility are inseparable" (72). 
Freedom in Two Fictions of Duality 
Given that society can have great influence on people's mode to pursue freedom, 
this thesis investigates the interplay among society, the individual, and freedom in two 
late Victorian novels: Robert Louis Stevenson's The Strange Case of Dr Jekyll and Mr 
Hyde (1886) and Oscar Wilde's The Picture of Dorian Gray (1891). Both protagonists, 
here, Henry Jekyll and Dorian Gray, are typical Victorian gentleman who fit in well into 
their perspective communities. Yet, like other Victorians, they aspire to a freedom their 
society does not publicly condone. Most importantly, their ambition to challenge the 
social regulation goes far beyond their contemporaries and causes them to radically split 
themselves, creating doubles which on the one hand, allow their creators to be released 
from oppressive situations and thus to act out forbidden fantasies without fear of 
recrimination; yet on the other hand, to bear the creator's guilt and shame of violating the 
norms of their community values. 
The first chapter, "Struggle against Restraints: Robert Louis Stevenson's The 
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Strange Case of Dr Jekyll and Mr Hyde”, details Dr. Henry Jekyll's life in the context of 
his social environment and discusses his creation of a double, Mr. Hyde, as a way to 
transcend the hypocrisy of the average Victorian, with his public prestige and his secret 
sins. The second chapter, "The Ambition to Transgress: Locating Freedom in Oscar 
Wilde's The Picture of Dorian Gray”, undertakes a similar investigation of the 
socializing process by which Dorian's free spirit develops within a Victorian community 
of aesthetic dandies. Yet like Jekyll, however, Dorian is dissatisfied with the limited 
freedom provided by his social set and instead seeks a greater freedom, similarly 
accomplished by the creation of a double, an ageless portrait that will, like Mr. Hyde 
absorb the sins of its subject. The final chapter, "Jekyll and Dorian: Impossible Mission 
to Achieve an Unrestrained Freedom and Escape Social Conditioning" is a comparative 
study of the two texts. This chapter tries to prove that even if Jekyll and Dorian attempt 
to free themselves against restraints, violently and desperately, they remain largely 
bounded by the social matrix. With their minds so conditioned by the Victorian 
orthodoxy, both men fail at the end because they have developed a socially instilled 
mental defense against their transgression - turning their doubles into hideous monsters 
rather than embodiments of freedom. 
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Chapter One 
Struggle against Restraints: Robert Louis Stevenson's The Strange 
Case of Dr Jekyll and Mr Hyde 
Published in 1886, Robert Louis Stevenson's The Strange Case of Dr Jekyll and Mr 
Hyde has long been regarded as a masterpiece, which shows how a Victorian man 
struggles for the most unrestrained freedom behind the respectable social facade. In the 
novel, Jekyll is depicted as a typical Victorian gentleman who both conforms to the rigid 
social codes in public spheres and seeks a certain acceptable level of illicit sexual 
pleasure in private spheres. Leading a double life to the extent many Victorian men do, 
he can easily retain his outward respectability and gratify his sexual desire at the same 
time. 
However, although Jekyll's self-conception and behavior pattern are highly 
influenced by his society, he is not merely a mechanical conveyor of the social influence. 
Unlike other typical Victorian men who are quite at ease with their double lives, Jekyll 
has cultivated for himself a deep-seated anxiety of hypocrisy. Ridden by a contradictory 
ambition to see himself completely respectable and at the same time free to explore his 
dark side to its fullest, he initiates an experiment of purification and expels his lower 
elements to his double, Hyde. With the righteous public self embodied in Jekyll himself 
and the corruptive hidden self in Hyde, the two figures operate hand in hand. In his own 
identity, Jekyll can conform himself to the Victorian moral idealism and enjoy the honor 
brought by his self-discipline. Splitting himself physically into Hyde, he can also taste 
the forbidden freedom to make mistakes, violate rules, seek sexual pleasure and even 
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commit murder. In this regard, by creating the double, Jekyll also creates for himself a 
new position through which he can realize his free spirit. However, freedom, when 
being exploited, can easily become a destructive force and this is the idea most evident 
in the novel. By letting his double go wild, Jekyll unfortunately moves himself from the 
extreme of self-suppression into another extreme of complete corruption. 
For most critics, Hyde is the embodiment of pure evil. For example, John 
Herdman, in The Double in Nineteenth-century Fiction: The Shadow Life (1991), notes 
that Hyde is "an expression of pure id, of savage instinctual life, of self unrestrained by 
any socialization, anarchic and primitive" (94). Matthew Brennan, in The Gothic 
Psyche: Disintegration and Growth in Nineteenth-century English Literature (1997)， 
also suggests that the double represents "the savagery behind the veneer of civilization" 
(131). In the novel, Jekyll himself also stresses repeatedly that Hyde is a manifestation 
of his pure evil. When he transforms himself into Hyde for the first time, he indicates, 
"I knew myself, at the first breath of this new life, to be more wicked, tenfold more 
wicked, sold a slave to my original evil" (84). Later on, he further reinforces Hyde's evil 
nature by explicitly states that "Edward Hyde, alone, in the ranks of mankind, was pure 
evil (85). Indeed, the dramatic split between Jekyll and Hyde has become so striking 
that it is even today employed as a common metaphor for the good-evil dichotomy in 
human nature. 
Yet, a more fruitful reading of this novel will result if Hyde is taken as a symbol of 
unrestrained freedom rather than pure evil. There is no denying that Hyde has no social 
conscience, which, for many, defines humanity; it is also true that he is a human 
predator, a cannibal in a figurative sense and should be rejected according to the legal 
rules. However, through the identity of Hyde, Jekyll can find increasing scope to see 
himself as a powerful, assertive and independent man. Hence, Hyde should have some 
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qualities other than wickedness at least from Jekyll's perspective. 
This chapter explores how Jekyll, a Victorian gentleman, engages his own agency 
as a member of the respectable upper-middle class society and as a human individual in 
the form of Hyde. In the first section, I will explore the socializing process by which 
Jekyll's public self and his morality of constraint develop within a specific context of 
upper-middle class Victorian England. In the second section, I will explore how the 
sexual desire manifested by Jekyll's hidden self is also compatible with the Victorian 
religious, philosophical and social beliefs. The aim of these two sections is to highlight 
that Jekyll is a typical Victorian gentleman influenced, if not, conditioned by his social 
environment. In the third section, I proceed to discuss the uniqueness of Jekyll's 
dissatisfaction with his hypocritical double life and his desire to have more freedom. In 
the last two parts, I come to the conclusion that Jekyll creates Hyde as his double 
because he wants to have an absolute freedom, which however becomes a destructive 
force. 
This chapter has devoted much effort to investigate how Jekyll is constructed by his 
society and how he attempts to comply himself with the social teaching. This is 
necessary because there is a provocative link between the ways in which Jekyll is 
overwhelmed by the social oppression and how Hyde, in turn, endeavors to achieve a 
complete freedom by releasing himself from restraints. Therefore, to fully comprehend 
the underlying reason for the emergence of Hyde, more effort should be made to 
examine the social upbringing of Jekyll himself. 
The Social Impacts on the Construction of Jekyll's Public Self 
In The Strange Case of Dr Jekyll and Mr Hyde, Jekyll is depicted as a typical 
Victorian man living in an enclosed social circle of the upper-middle class. As suggested 
26 
by Robin Gilmour in The Victorian Period: The Intellectual and Cultural Context 1830-
1890 (1993)，the Victorian ideal was "marked by many rules for outward conduct" and 
"the national ethic" became increasingly identified with "the interest of the middle class 
promoting it" (169). In the novel, Jekyll is exactly the professional man who upholds the 
bourgeois ideology. As a gifted doctor whose name is "very well-known and often 
printed", he shows great concern for his reputation (32). Like all the other modest men 
with dignified social status, he is highly exclusive in making friends and his companions 
are all engaged in worthy professions. Mr. Utterson, for example, one of his oldest 
friends, is an admirable lawyer who is successful throughout his career life. Dr Lanyon, 
his former friend and medical colleague, is also a prosperous professional man with a 
"decided manner" (36). Not only are his friends confined to those of his own rank, his 
guests for dinners are also limited to "intelligent reputable men" and "judges of good 
wine", among whom a sort of communal pride soon springs up (43). 
Jekyll's selectivity in choosing friends from his own distinct class, in fact, shows 
his love of such typical Victorian virtues as honor, distinction and admiration. Being a 
"noted professor" with high social status, he likes to look on himself as a respectable 
figure (85). As Jekyll himself confesses, he enjoys the state of being held in high 
esteem: "I was ... fond of the respect of the wise and good among my fellow-men ... 
with every guarantee of an honorable and distinguished future" (81). Through 
fellowship with people of high social status, he not only asserts his distinguishable 
public self-identity as a decent gentleman, but also consolidates a community-based 
effort created to foster the collective pride of the Victorian upper-middle class. 
As a social member, Jekyll is conditioned by the consensual agreement that he 
should behave in a respectable way. As Richard D. Altick notes in Victorian People and 
Ideas: A Companion for the Modern Reader of Victorian Literature (1973)，the very 
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essence of the middle class morality can be summed up in a single word ‘respectability， 
and the code of that respectability is, to a large extent, socially imposed: 
Respectability was not subject to private definition; its attributes 
represented a consensus. They included sobriety, thrift, cleanliness of 
person and tidiness of home, good maimers, respect for the law, 
honesty in business affairs, and it need hardly be added, chastity. 
Exercise of all these tends to content one's mind and, equally 
important, to invite the approbation of others. It was like living in a 
state of grace on earth. (175) 
In similar fashion, the polite society which Jekyll inhabits also expects "a code of 
behavior from its public figures and the public figures in the novel certainly live by that 
code，，2. Utterson, for example, has cultivated for himself a persona of respectability. 
Characterized with courtesy, he is widely recognized as "a lover of the sane and 
customary sides of life" (35). Nor is "the great Dr. Lanyon" much different (36). As a 
"thorough respecter" of himself, he is credited for his rationality and sense of 
righteousness (36). 
Like these characters, so too does Jekyll comply with the social codes. Raised in a 
Victorian atmosphere, he is trained to display a morality of constraint in the presence of 
others. In order to show his upper-middle class moral superiority, he behaves in ways 
that he appears as a righteous gentleman. Submitting to the constructive power of 
society, he modifies himself and adapts "a personality crafted to advance him 
professionally" (86). Such assimilation and adaptation, however, operate not through 
explicit transmission of knowledge. Instead, the values are incorporated within the very 
organizational order of the society of which Jekyll is a member and whose practices he 
Campbell, Ian. Robert Louis Stevenson: Dr Jekyll and Mr Hyde: Notes by Ian Campbell (1981). 32. 
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follows. 
Jekyll's effort to construct for himself an image of propriety can indeed show his 
desire for social validation. As Sally Mitchell notes in Daily Life in Victorian England 
(1996)，the Victorian middle class had a strict standard of cultivation, which governed 
wide-ranging aspects of life like conduct, manner, speech, appearance, dress and table 
etiquette (259). Essential to their ideal of Victorian self was the necessity of proper 
conduct: "Gentlemanly behavior was governed by a strict unwritten code of what was 
'done' and 'not done'" (Mitchell, 271). Of no exception, Jekyll, as a typical Victorian 
gentleman, also needs to feel socially integrated. Displaying a high level of self-
discipline, he "laboure[s], in the eye of day, at the furtherance of knowledge" (81). 
Leading "a life of effort, virtue and control", Jekyll tries very hard to secure his public 
self-identity as a well-respected figure. Irrespective of whether Jekyll is committed to 
the social codes with sincerity, he does behave in ways which are consistent with the 
social expectations. Within the society, he is praised for his benevolence and has 
"always been known for charities" (56). Within his community, he is equally 'Veil 
known and highly considered" (85). His maintenance of the desired identity images, 
therefore, does bring him some forms of ego gratification, that is, the feeling of being 
accepted, appreciated and valued. 
Being so "well known and highly considered", Jekyll would probably find himself 
too proud to lose his upstanding position and his concealment of misdeeds is very much 
a result of his fear of social or even legal accusation (85). As suggested by Eugene C. 
Black in Victorian Culture and Society (1973)，the Victorian age is an unusual age of 
strict discipline, and deviation from the social codes is always seen as transgression: "No 
man could misbehave without threatening his own prospects and those of his family" 
(385). Similarly, in the novel, 'improper' social behaviors are also greatly interdicted 
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and more often mocked. If Jekyll explores the boundary of social norms in public 
contexts, he will be criticized for deviating from the right path. If he discloses his secret 
indulgence in sex, his very act will lead to controversy and bring him nothing but 
"disgrace" (82). Constantly subjected to a kind of social evaluative pressure, Jekyll is 
dismayed at the thought of being mortified or even condemned for his misbehavior. To 
avoid critical and unfavorable judgment, he, like all Victorians, is sensitive to other 
people's responses with reference to which he adjusts his speech and manner 
accordingly. Knowing that Utterson is a "lover of the sane and customary sides of life", 
he can probably anticipate his friend's disagreement with or even disapproval towards 
his splitting into another person for pleasure seeking (35). Hence, instead of making a 
confession, he constantly lies to his friend and prepares an excuse to conceal his real 
relationship with Hyde. By so doing, he not only protects his honorable reputation and 
high professional standing, but also sets himself above blame, criticism and accusation. 
In fact, social behaviors in The Strange Case of Dr Jekyll and Mr Hyde are all 
seriously scripted and the strict social coercion of sexual practice is but one forceful 
indication of the Victorian puritanical position. During the Victorian period, sexual 
practice is strictly regulated and the term ‘morality，also becomes increasingly identified 
with purity. In fact, as far as sex went, Victorian morality was always rigorous. For 
example, premarital sex was strongly discouraged. Divorce, although possible for the 
rich people, was highly acrimonious. Not only that, homosexuality was even explicitly 
forbidden and condemned as a criminal act. Throughout The Strange Case of Dr Jekyll 
and Mr Hyde, there also is a strong suggestion, implicit or explicit, that physical pleasure 
is contemptible. This also explains the reason why Jekyll is so unwilling to go into 
details about his dishonorable actions in the form of Hyde. Although the socially 
enforced renunciation can never eliminate people's passionate desire altogether, it helps 
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to hold the sensuous desire in check and keep it within safe limits. 
Haunted by the social ethnic imposed on them from outside, the upper middle class 
characters in Stevenson's novel ensure that any lapses from morality are always 
unspoken. For example, Utterson finds his past misdeed rather distasteful: "The lawyer, 
scared by the thought, brooded a while in his own past, groping in all the comers of 
memory, lest by chance some Jack-in-the-Box of an old iniquity should leap to light 
there" (42). Enfield, when telling his encounter with Hyde at three o'clock in the 
morning, deliberately leaves out the fact that he has just "spent the night in taverns and 
brothels" (Campbell, 99). Although men like Jekyll and Enfield do seek secret pleasure 
from time to time, their attempt to conceal the forbidden "nocturnal peccadilloes" shows 
the extent to which they are conditioned by the social indoctrination (Brennan, 101). In 
this way, social sanction plays an important role in regulating human instinct because 
such conditioning can contribute to social pressure and make people behave 
appropriately in the public contexts at least. 
Jekyll's shame of his illicit sexual desire, in particular, highlights the immense 
power of society in regulating human thought and morality. Throughout the novel, 
Jekyll mentions repeatedly though covertly that he has embedded within his hidden self 
a desire to seek pleasure. However, his aspiration for gratification not only contradicts 
his very notion of morality, but also creates in him an emotional experience of 
unworthiness. "The worst of my faults", he claims, "was a certain impatient gaiety of 
disposition, such as has made the happiness of many" (81). Obsessed by the Victorian 
guidance on sexual ethics, Jekyll finds his innate impulse strikingly disgraceful: "The 
pleasures which I made haste to seek in my disguise were, as I have said, undignified" 
(86). The pleasures, here, probably include sexual pleasure. Terribly overwhelmed by 
his sensation of being bad, evil, and wrong, he even finds himself "guilty" of his 
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"irregularities" (81). There is no denying that Jekyll's "moral self-judgment"^ may 
reflect a conviction of individual responsibility for himself. However, his consciousness 
of impropriety is, at the same time, very much a result of social conditioning because it is 
from the society that he leams what is right and what is wrong, that is, what is socially 
appropriate and what is socially intolerable. As Altick remarks, the Victorian society 
could effectively regulate its members by setting the standard code of behavior for them 
to follow: "In an age when respectability was a goal to which most people aspired, 
meaning above all the approval of one's peers, the pressures for conformity were 
stronger than they had perhaps ever been" (185). Being part of the Victorian social 
order, Jekyll certainly experiences similar pressure when he violates the socially 
approved behavior. Having already internalized the traditional teaching as his own 
principle, his sense of shame is never merely a self-reproach for wrongdoing, but also a 
socially motivated emotion, intentionally evoked by his society to prevent acting 
inappropriately. 
Jekyll's very inability to articulate his sexual desire shows the extent to which he 
is conditioned to feel ashamed of himself and more specifically, his hidden self. In 
the novel, Jekyll insists not to tell in vital details what exactly his desire is: "Into the 
details of the infamy at which I thus connived ..." he indicates, “I have no design of 
entering. I mean but to point out the warnings and the successive steps with which 
my chastisement approached" (87). His feeling of uneasiness and embarrassment is 
probably caused by his fear of discredit that his very act will bring. Shrinking from 
confessing the truth, he only expresses his desire for pleasure in some indirect ways, 
calling it as widely as his "impatient gaiety" (81)，"greedy gusto" (89) and 
"indescribable sensations" (95). Martin Tropp, in Images of Fear: How Horror 
3 Currie, Mark. Postmodern Narrative Theory (1998). 118. 
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Stories Helped Shape Modern Culture 1818-1918 (1999)，makes a similar observation 
and points out that it remains unclear about "the nature of the forbidden pleasures 
Jekyll pursued in secret" (103). Despite the ambivalence, it can be assumed that one 
of Jekyll's "unutterable" desires refers to the lust for sexual pleasure, on which the 
high society frowns (Tropp, 49). In fact, such an assumption is reasonable because 
right after Jekyll indicates his reluctance to explain the nature of his illicit pleasure, he 
immediately alludes to “an act of cruelty to a child" when Hyde has been seen to 
abuse a girl (87). This narrative wisely leads readers to relate Jekyll's desire to his 
double's outburst of sexual appetite. Although Jekyll is vague about the activity of 
Hyde, his careful design of the sequence of different events contributes to the 
impression that Hyde embodies Jekyll's instinctive impulses. Being aware of his 
conduct derogatory to reputation, Jekyll insists not to disclose his secret, but to hint at 
it only. In this way, he can be safe from unfavorable social judgments. 
Jekyll's Hidden Self as being Socially Conditioned 
Jekyll is a typical Victorian gentleman in two important ways. In the first place, he 
strives to assimilate the social orthodoxy and modifies his public self in a socially 
acceptable manner. Yet Jekyll is also typical in a second way: he engages in immoral 
social behavior of the sort that many Victorian upper-class men engaged in. As we shall 
see, however, Jekyll is not typical since he rejects the usual Victorian hypocrisy that 
allows a man to be proper yet at the same time indulge in his immoral impulses on 
occasion. 
Most Victorians were able to justify the hypocrisy of their culture by reminding 
themselves that human beings were not perfect. They attributed the fallen nature 
manifested by their hidden selves to the 'original sin’ of Christianity. According to the 
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Christian idea, human beings are fundamentally flawed, the flesh is man in his weakest 
and the spirit is the divine power of life. Emphasizing that fleshly desire is a great 
impediment to spirituality, Christianity sets the resurrection of the body against the 
immorality of the soul In The Strange Case of Dr Jekyll and Mr Hyde, the depiction of 
Jekyll as a gentleman filled with lust in secret is entirely compatible with the Christian 
doctrine of man as innately flawed. Since human beings are bom in sin, Jekyll, like 
other Victorian men, has a hidden self that is imperfect. In bondage to sin, he seems 
rather powerless over his lust. As suggested by Utterson, Jekyll is "wild" when he is 
young (41). Besides, Jekyll's cruel act of stumping on a child who gets to his way when 
he is in the form of Hyde indicates powerfully the bestiality latent in him. According to 
Enfield who witnesses the incident, "it sounds nothing to hear, but it was hellish to see" 
(31). Impelled by the primitive instinct, Jekyll can not help subordinating himself to 
physical comfort in secret. In fact, it is this very human impulse that makes him a 
typical Victorian. 
Philosophically, Victorian thinkers like Charles Darwin also claim that human 
beings do have a reservoir of primitive impulse and the id-like spirit displayed by 
Jekyll's hidden self just echoes what Darwin calls humanity's animal heritage. Brennan, 
for example, has once remarked on Jekyll's "forgotten primordial roots" (101). 
According to him, Hyde, the external embodiment of the human animal can reconnect 
Jekyll to "his primitive, sensual instincts" (101). Such interpretation is obviously 
inspired by Charles Darwin's notion of evolution in The Origin of the Species (1859). 
Being a pioneer, Darwin introduces a radical new conception of life as a struggle in 
which only the fittest can survive. By tracing the human development back to animal 
origins, he even challenges the long-held religious belief in God's creation of man and 
the universe. In The Strange Case of Dr Jekyll and Mr Hyde, Jekyll's situation 
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corresponds in a number of ways with Darwinian theory. Although Jekyll appears to be 
a decent gentleman, there is always a trace of the animal in his hidden self. In fact, 
Jekyll himself has once associated "the animal within" as his "spiritual side" remained 
dormant, but “promising subsequent penitence" (91). Haunted by the constant calling of 
his lustful needs, he can probably feel within himself "the power of a primitive legacy" 
(Tropp, 92). In this regard, Jekyll is a typical Victorian because he fits in with the 
Victorian belief that man is ridden by a primitive impulse. 
Aware of the primitive sin of man, the Victorian society exerts a great control over 
its members and emphasizes appropriate conduct, but also tolerates prostitution. A man 
like Jekyll can gratify his sexual desire as long as he keeps his baser self hidden. In 
fact, prostitution is a common practice during the Victorian era. According to 
William Acton in Prostitution, Considered in its Moral, Social, and Sanitary Aspects 
in London and other Large Cities and Garrison Towns (1870), by the end of the 
nineteenth century, the number of prostitutes in the London was approximately 80,000 
out of a population of 2 million (136). Such a great number indicates that liberalization 
of private life is possible in the Victorian era. 
In The Returned of the Repressed: Gothic Horror from the Castle of Otranto to 
Alien (1999), Valdine Clemens suggests that the Victorians' acceptance of prostitution 
was the result of a denial of prostitutes' humanity: 
There is an assumption that a gentleman's social status, whether 
inherited through aristocratic lineage or acquired through individual 
initiative, exempted him from being morally accountable for his 
sexual indulgences with the prostitutes, of whatever age, who hailed 
from the invisible world of the lower classes. (131) 
This remark suggests that Victorians do not regard paying visits to prostitutes as immoral 
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because the women who sell their bodies are too low to have any respect. In fact, as far 
as prostitution is concerned, there is always an ambiguous morality. On the one hand, 
the commercialization of sex was not actually illegal in Victorian England. According to 
the Contagious Diseases Act of 1864-69, prostitutes were ordered to undergo a periodic 
physical examination. Instead of ignoring or denying prostitution, the government just 
sought to regulate it. Whilst on the other hand, prostitution was always considered as a 
degrading phenomenon. Hence, paying visits to prostitutes was socially tolerated as 
long as Victorians kept their lustful lives silent. Like all other Victorian men, Jekyll can 
also satisfy his "impatient gaiety" because commercial sex is allowed though not 
encouraged (81). By concealing his primitive instinct in public contexts, he can preserve 
his respectability while at the same time enjoying some degree of sexual freedom. 
Certainly, Jekyll's dishonorable pleasures are not only limited to that derived from 
his sexual practice. Throughout the novel, Jekyll also looks for a sense of fulfillment 
generated by breaking the rigid social rules, overruling the commonly accepted 
authority, challenging the established scientific theory and transgressing the human 
limitation. What he really wants is to do something he is forbidden in his daily life. He 
yearns for an altogether different, if not, wild life that is free from bondage of any sorts, 
including both the social one and the physical one. However, even though sexual 
freedom is not the only thing that Jekyll desires, it is certainly one thing that always 
haunts his mind. 
The Double Life and its Limitation 
Throughout The Strange Case of Dr Jekyll and Mr Hyde, Jekyll is aware of his 
typically contradictory Victorian desires to be respectable and to have sex. On the 
one hand, the polite society asks him to uphold his social responsibility and behave in 
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a highly civilized manner. On the other hand, his very human impulse keeps urging 
him to seek self-gratification. With different aspirations, Jekyll's public self yearns 
for "the credit of self-control" while his hidden self desires to be utterly free to do 
whatever he wants (Campbell, 32). Pulling to different directions, the former shows 
an effort of self-restraint through conformity while the latter achieves a liberation by 
an act of active resistance. Ultimately, the coexistence of these equally powerful 
forces makes Jekyll devote himself to a double life as all Victorians did: 
And indeed, the worst of my faults was a certain impatient gaiety of 
disposition, such as has made the happiness of many, but such as I 
found it hard to reconcile my imperious desire to carry my head high, 
and wear a more than commonly grave countenance before the public. 
Hence, it came about that I concealed my pleasures; and that when I 
reached years of reflection, and began to look round me and took stock 
of my progress and position in the world, I stood already committed to 
a profound duplicity of life. (81) 
By leading a life of an extreme opposition, Jekyll performs as a typical Victorian 
gentleman in disguise. According to Brennan, he is both a "reputable, accomplished 
scientist" and a "profane, sensual primitive" (99). In public spheres, Jekyll tries very 
hard to display cooperative and accommodative behaviors. Committing to his role as 
an upstanding man, he can even gain "the affection and respect of his society" 
(Campbell, 26). In private contexts, however, Jekyll not only dispels his haunting 
obligation as a social member, but also surrenders himself to his primitive inclination 
and challenges the social order without restraint. Although such secret life of self-
indulgence is dishonorable, it is definitely a more "full and fulfilled life" to him 
(Campbell, 26). Being "so profound a double-dealer", Jekyll seems to have survived 
. 37 
his inner conflict because both of his "polar twins" are granted what they want (82). 
Without exposing himself to public disgrace or losing his credit, his can still seek the 
pleasure that he desperately yearns for, but cannot possibly do in the presence of 
others. 
Jekyll's particular problem, and what makes him different from other Victorians, is 
his distaste for hypocrisy. Although leading a double life is a common practice that 
many Victorian people would have, Jekyll finds his hypocritical manner unusually 
offensive because it has eroded his core sense of well-being. As Michael Mason 
comments in The Making of Victorian Sexuality (1994), sexual hypocrisy is a large part 
of the Victorian life: "Assent to the public code was a matter of conscious and often 
reluctant lip-service, with actual behavior being guided by a fully formed alternative 
standard" (43). On the one hand, Victorians voice a moralistic code to preserve their 
dignity. On the other hand, they disobey it almost as a matter of course. "Many a man", 
Jekyll also asserts, "would have even blazoned such irregularities" (81). However, 
unlike other Victorians, Jekyll find "his life as a public benefactor and private sinner to 
be increasing uncomfortable" (Clemens, 124). According to Ruth Robbins in Literary 
Feminisms (2000)，he may even feel humiliated or frightened because "his gentlemanly 
identity is a performance rather than an inherent essence" (226). Turing himself into a 
hater of his own hypocrisy, Jekyll's feeling of repugnance is, to a large extent, self-
imposed: 
It was thus rather the exacting nature of my aspirations, than any 
particular degradation in my faults, that made me what I was and, with 
even a deeper trench than in the majority of men, severed in me those 
provinces of good and ill which divide and compound man's dual 
nature. (81) 
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In fact, Jekyll's seriousness in treating his hypocrisy contradicts strikingly to the 
character trait that a typical Victorian gentleman would have. As suggested by Robbins, 
the hypocrisy that Jekyll finds himself so ashamed of is, indeed, "fairly innocuous" in 
the eyes of some characters (224). However, unlike those who are apathetic to their 
degeneration, those whom Jekyll terms the "ordinary secret sinner", Jekyll reacts 
vigorously in his process of self-examination because he takes hypocrisy as a moral 
fraud (92). Being a highly upright man, Jekyll is obsessed with an "imperious desire to 
carry [his] head high" (81). Aspiring to be especially well respected, he finds his life of 
disguise too shallow to provide him any full sense of righteousness. With such a high 
self-view, he is empowered to acknowledge the self-contradiction that his hypocritical 
act would bring and therefore, makes a negative self-evaluation on his double life. 
Even more important than this, Jekyll's repugnance of his hypocrisy lies in his 
inability to deny his hidden self, which is a self so authentic to him. In the novel, Jekyll, 
for fear of social condemnation, tries to hide his forbidden desire from public disclosure. 
However, while he is concealing what gives him the greatest pleasure, which is actually 
a preliminary act of suppression, he inevitably experiences self-rejection, self-
dissatisfaction, self-contempt and self-disparagement. Unlike those people who just 
dismiss the sexual impulse as a weak element, Jekyll finds it an essential part of his 
nature which should not possibly be dispelled. His affirmation of the instinctive impulse 
is made explicit when he says, “I was no more myself when I laid aside restraint and 
plunged in shame, than when I laboured, in the eye of day, at the furtherance of 
knowledge or the relief of sorrow and suffering" (81). In fact, it is this remark which 
distinguishes Jekyll from other characters who are too cowardly to accept and admit 
their primitive inclination. Although Jekyll has been taught by the society to be ashamed 
of his forbidden desire, he does not think that he is less than himself when seeking sex. 
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Although he is conditioned by the social teaching to label his sexual impulse as 
"wicked" and "evil", he finds the so-called inferior element a basic quality of his nature 
(84). Since Jekyll values his instinctive drives so highly, he finds himself unable to deny 
so authentic an attribute by concealment. It is also because of this reason that he 
denounces his double life, which can only provide a means to escape himself, but not to 
confront himself. Through validating his sexuality with a new sense of power, he can 
achieve a deeper understanding of himself. 
Unable to give up any of his public self or hidden self, Jekyll suffers not because he 
is caught between the choice of decorum and desire, but largely because he is ridden 
with an ambition to have both. From Jekyll's perspective, his public self and hidden self 
are of equal importance to him because he is "radically both" (82). As Campbell rightly 
observes, Jekyll is "in earnest in his wish to be a good and successful doctor, but he is 
also in earnest in his wish to seek fulfillment in life" (26). On the one hand, he does 
enjoy his public role as a decent gentleman, which brings him both the honor and 
reputation he earnestly pursues. On the other hand, he also enjoys leading a life of 
greater pleasure by indulging in sex. “I was in no sense a hypocrite", he asserts, "both 
sides of me were in dead earnest" (81). Representing two essential aspects of his nature, 
each of his two 'sides' provides him with a sense of satisfaction that the other fails to 
offer. If he is faithful only to his public self and conforms to the social codes, he needs 
to suppress his sexual appetite, which will make him too shielded from life. If he is loyal 
only to his hidden self and lives truly to his innate desire, he has to show an act of 
resistance against his public self, which will distort his sense of righteousness. Since 
Jekyll takes both of his lives as a social member and an individual seriously, he is unable 
and unwilling to choose only one from his two earnest selves. 
Therefore, if seeking pleasure were Jekyll's only aspiration, leading a double life 
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would have easily resolved the problem as it did for most Victorians. Yet his ambition to 
experience the two diverging aspects of life to the fullest extent makes him dissatisfied 
with his casual duplicity. There is no doubt that Jekyll's double life does allow him to 
gratify his compulsive inclination. However, such coping strategy can neither offer him 
"a solution of the bonds of obligation" nor a complete “freedom of soul" (85). 
Falling into the sexual indulgence in private, Jekyll's pubic self is laden with the 
burden of shame, which is so overwhelming that it not only threatens his pride, but also 
makes him find his outward respectability more ironic and hypocritical. Ridden with a 
sense of righteousness, Jekyll's self-consciousness inevitably makes him find his public 
self somehow contaminated. Despite his remarkable powers of endurance, life becomes 
a torment to him when he needs to discipline himself to such an extent that he cannot 
even make the slightest mistake in public. However, being far too unable to reveal to the 
world that so honorable a man like him is lustful at his core, he conceals his desire for 
"indescribable sensations", even to the extent of denying them to be a part of himself in 
public contexts (92). At root of his concealment is fear (the fear of social denunciation 
and the fearing of disgrace to his reputation) and even more strongly, self-disgust at his 
hypocrisy. 
Nor is his hidden self much better in the novel. Despite Jekyll's effort to keep his 
hidden self and the associated degeneration from the public inspection, he nonetheless is 
the one who violates social codes and thereby, should bear the responsibility for his 
wrongdoing. Feeling the risk of exposure, he cannot enjoy himself completely to the 
greatest extent because his instilled fear of social sanction continues to operate in his 
subconscious as a block to sexual desire. In this way, Jekyll's double life can only bring 
forth a momentary result in satisfying the incompatible wishes of his public self and 
hidden self. In spite of the temporary victory, it solves no problems, but merely creates a 
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new and more complicated one by intensifying "the mutual loathing of the two selves" 
(Herdman, 137). 
The Liberating Effects of Hyde as a Double on Jekyll 
To disassociate his public self and hidden self, Jekyll intends to create a double, 
Hyde, as a separate embodiment of his hidden impulse so that the "polar twins" can be 
set free from the restraint and burden each other suffers (82). As confessed by Jekyll, he 
suffers not simply because he possesses two contradictory selves, but also because they 
are inextricably confined in one single entity: "It was the curse of mankind that these 
incongruous faggots were thus bound together 一 that in the agonized womb of 
consciousness these polar twins should be continuously struggling" (82). In this regard, 
simply leading a double life is insufficient because it can only resolve part of Jekyll's 
problem. Of even more importance is the necessity for him to separate the two 
antagonistic selves whose alliance and intermingling torments him severely. “If each, I 
told myself, could but be housed in separate identities," Jekyll says, "life would be 
relieved of all that was unbearable"(82). In his attempt to achieve a "dissolution of the 
one man who is both", he physically transforms himself into Hyde so that the double can 
express and realize the buried temperament for him (Herdman, 137). With the public 
self embodied in Jekyll himself and the hidden self in his double, Hyde, the two figures 
operate in what Currie calls "a division of labor" (122). Jekyll, who is "the just", can 
assert his honor as a public figure by "walk[ing] steadfastly and securely on his upward 
path, doing the good things in which he found his pleasure" (82). Hyde, who is "the 
unjust", can "go his way, delivered from the aspirations and remorse of his more upright 
twin" (82). Working hand in hand, Jekyll and Hyde offset mutual lacks. 
Such metamorphosis, that is, Jekyll's splitting into Hyde, wittingly turns a single 
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entity into two with diverging appearances. Representing "the divided halves of a 
single person", Jekyll and Hyde are depicted as opposing characters whose 
complementary is immediately reflected by their sharp physical distinctions 
(Herdman, 3). In his public self-identity as a cultured man with a professional career, 
Jekyll is depicted as a "large, well-made, smooth-faced man of fifty, with ... every 
mark of capacity and kindness" (43). However, when transformed as Hyde, he alters 
physically and becomes repulsive, ugly, demonic and evil in appearance. In the novel, 
Hyde's physical deformity is first introduced to readers by Enfield. According to him, 
"there is something wrong with his appearance; something displeasing, something 
down-right detestable . . .He must be deformed somewhere; he gives a strong feeling 
of deformity ... He's an extraordinary looking man" (34). Utterson's physical 
descriptions of Hyde also correspond in a number of ways with that of Enfield: “Mr. 
Hyde was pale and dwarfish, he gave an impression of deformity without any 
namable malformation, he had a displeasing smile" (40). Although "each man is the 
other", their diverging outward appearances suggest a strong sense of discrepancy and 
mislead people into thinking of their separateness (Campbell, 10). Being too unlike to 
be the same person, their physical differences allow Jekyll to benefit from the "the 
strange immunities" brought by his new identity (86). 
In The Strange Case ofDr Jekyll and Mr Hyde, Jekyll's bodily split does realize his 
hope to create for himself an absolutely safe environment where his secret impulse can 
be fully realized. This safety has several aspects. First, from Tropp's perspective, Hyde 
is very much "an impenetrable mask" used by Jekyll to shield "the nocturnal activities 
from view" (100). Throughout the novel, no one can guess correctly Jekyll's real 
relationship with Hyde. Utterson, for example, mistakenly associates Hyde with "the 
ghost of some old sin" (42). In this way, by transforming himself to Hyde who lacks 
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self-restraint, Jekyll succeeds in escaping detection and punishment, despite a life of 
crime and vice. Serving as a mechanism by which Jekyll seeks to escape social sanction, 
Hyde can function as what Tropp calls "a perfect disguise" (110). 
A second advantage of the creation of Hyde is that it allows Jekyll to renew and 
release his long-repressed sexual impulses. In his public self-identity as a gentleman, 
Jekyll can hardly indulge in sex without social sanction. However, when transformed 
into Hyde, he is able to "do his good pleasure" without even the slightest attempt to 
master, control or even suppress his passion (86). Actually, it is not until he becomes 
Hyde that Jekyll can fully express his "unleashed desire for pleasure" (Brennan, 101). 
Yet the most significant freedom that Hyde allows Jekyll is neither the ability to 
escape public censure nor the ability to engage in free sexual activity. Most importantly, 
the disguise allows Jekyll to avoid feeling guilt concerning his deviant side: 
It was Hyde, after all, and Hyde alone, that was guilty. Jekyll was no 
worse; he woke again to his good qualities seemingly unimpaired; he 
would even make haste, where it was possible, to undo the evil done by 
Hyde. And thus his conscience slumbered. (87) 
As we see, Jekyll has a strong tendency to treat his double as "a separate being ... for 
whom he has no responsibility" (Herdman, 136). In Hyde, Jekyll can get rid of his 
social responsibility because he can simply put all the blame on "another than myself’， 
that is, Hyde (97). As Hyde, he can do all the things he longs to but dares not to do, for 
he is perfectly safe: "But for me, in my impenetrable mantle, the safety was complete. 
Think of it - 1 did not even exist!" (86). 
Through creating a new identity as an expression of his hidden self, Jekyll not 
only succeeds in living out his liberated passion, but also retaining his virtue of being 
innocent. On the one hand, with his "two natures" contended in the same "field of 
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[his] consciousness", Jekyll can fully gratify his sexual desire in the form of Hyde 
because he shares the pleasure and adventure of his double (82). On the other hand, 
without really putting the forbidden desire into practice in the form of Jekyll himself, 
he finds himself quite innocent of his double's wrongdoing. "The situation", he 
insists, “was apart from ordinary laws and insidiously relaxed the grasp of 
conscience" (87). According to Tropp, Jekyll's metamorphosis allows him to "sustain 
two lives without guilt" (116). While differentiating himself from his double, he can 
cunningly set himself free from the sense of guilt, unworthiness and disgrace that 
Hyde's very act may bring. Emphasizing his independence of Hyde, he can also 
withdraw himself from the moral judgment of his conscience. 
Ultimately, by and with the identity of Hyde, Jekyll can find increasing scope to see 
himself as a powerful, assertive and independent man. As a public figure，Jekyll is 
enthralled because he is constantly pressed by the social indoctrination into conformity. 
Living in a social context which emphasizes behavioral homogeneity, he is deprived of 
individuality because his "very humanity is defined by the cultivation and the moral 
constraints that mark the civilized human being" (Clemens, 138). However, in the form 
of Hyde, Jekyll can release himself completely from the "doom and burthen" of his life, 
with the right to even make mistakes (83). His fascination with his new identity is made 
explicit when he states that "this too, was myself. It seemed natural and human. In my 
eyes it bore a livelier image of the spirit, it seemed more express and single, than the 
imperfect and divided countenance" (84). Overwhelmed by a new freshness in his life, 
he diverts his attention to Hyde's physical vitality: 
In the course of my life, which had been, after all, nine-tenths a life of 
effort, virtue and control, it had been much less exercised and much 
less exhausted. And hence, as I think, it came about that Edward 
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Hyde was so much smaller, lighter and younger than Henry Jekyll. 
(84) 
Although Jekyll does recognize the bodily deformity of Hyde, he cannot help 
feeling an immediate attraction to his double. From his perspective, Hyde is smaller, 
lighter and livelier because he is free from the superimposed control. Experiencing 
Hyde as a means to achieve an emancipation, he even associates his double with "a 
schoolboy, [who can] strip off these landings and spring headlong into the sea of liberty" 
(86). In this sense, Jekyll's physical transformation into Hyde serves as a means for him 
to set himself free from social oppression and confinement. It is only through Hyde that 
he can break the social rule, achieve a liberty and have a deeper expression of his hidden 
self. 
In fact, Jekyll's metamorphosis not only provides him with an opportunity to 
transgress the social limitation, but also satisfies his aspiration to transcend the boundary 
of the natural world. Like Victor Frankenstein in Mary Shelley's Frankenstein (1818)， 
Jekyll is a gifted scientist who strives to explore and "place the impossible within a 
scientific framework" (Tropp, 103). His ambition, however, is not to create an artificial 
human being out of dead bodies, but to shake the "very fortress of identity" by 
separating the incompatible elements within him (83). Certainly, such a "boundary-
breaking experiment" is insane, yet Jekyll's aspiration to transgress the bodily integrity 
motivates him to rage a revolution against the established law of nature (Brennan, 102). 
Being the innovator and the pioneer of a new truth, he even risks his life to take the 
transcendental medicine himself. His fascination and amazement with his breakthrough 
invention is most fully revealed by his detailed account of his first metamorphosis: 
The most racking pangs succeeded: a grinding in the bones, deadly 
nausea, and a horror of the spirit that cannot be exceeded at the hour 
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of birth or death. Then these agonies began swiftly to subside and I 
came to myself as if out of a great sickness. There was something 
strange in my sensations, something indescribly new and, from its 
very novelty, incredibly sweet. I felt younger, lighter, happier in body; 
within I was conscious of a heady recklessness, a current of disordered 
sensual images running like a mill race in my fancy. (84) 
Although Jekyll's physical transformation has afflicted him with an immense pain, he is 
at the same time excited by the scientific triumph because it has opened up an infinite 
range of possibilities and promises, an inexhaustible variety of experience for him. 
Filled with recklessness and sensuality, he even feels "a leap of welcome" at the sight of 
the hidden self he has excluded from his surface life for so long (84). By turning himself 
into Hyde, he not only overcomes the "restrictions of natural life", but also proves his 
professional competence (91). With the ability to extend "the boundaries of human 
knowledge", he can successfully transgress the limitation of natural law (Brennan, 99). 
The Oppressive Nature of Freedom 
In some ways, Hyde's freedom represents Jekyll's search for liberty. In the 
novel, Jekyll is sometimes shown as constricted, as stifled, as imprisoned and what 
most usually impedes him is rigid social codes imposed by the society. Committed to 
set himself free from restraint, he creates Hyde as a physical expression of his free 
will. Although Jekyll has not explicitly mentioned what is being repressed, Hyde's 
assault on a little girl makes it clear that he has an attempt to seek freedom by 
liberating his body. Besides, Hyde's murder of Sir Danvers Carew, a member of 
Parliament, also suggests Jekyll's unconscious desire to rebel against social authority. 
On a symbolic level, the little girl represents Jekyll's frustrated sexual desire while 
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Carew serves as a representative of social propriety. Through assaulting the former 
and killing the latter, Hyde not only acts out another aspect of Jekyll's suppressed 
personality, but also gratifies Jekyll's aspiration for individual liberty. Releasing 
himself from the moral rectitude, "the constraints of society" and "the bonds of 
personal obligation", Hyde represents an ideal of a "complete freedom, combined 
with isolation from censure and civilization" (Tropp, 111). 
However, the novel suggests that absolute freedom is no more possible than 
absolute propriety. Ridden by the belief that freedom means the absence of all 
restraints, Hyde becomes an egotistic savage whose pursuit of happiness is not 
safeguarded by the lofty principles of duty, of righteousness and of justice. Initially, 
Jekyll simply wants to taste the "undignified" sexual pleasure forbidden to him (86). 
However, he loses his control over the innate appetite once he alters himself into 
Hyde. As he himself confesses, it is only when Hyde emerges that his passionate 
desire grows in intensity and subsequently becomes a monstrous, eroticized force: 
The pleasures which I made haste to seek in my disguise were，as I 
have said, undignified; I would scarce use a harsher term. But in the 
hands of Edward Hyde, they soon began turn toward the monstrous. 
When I would come back from these excursions, I was often into a 
kind of wonder at my vicarious depravity. (86) 
Driven wholly by his passion, Hyde is heedless of moral constraint. Trampling 
“calmly over the child's body" and leaving "her screaming on the ground", he 
displays his most self-serving nature (31). The repulsive reaction Enfield has upon 
witnessing the crime can actually emphasize the monstrosity and immorality brought 
by Hyde's indulgence in his unlimited lustful impulses: "It was hellish to see" (31). 
Unlike Jekyll who is still safeguarded by the conscience that a human being should 
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have, Hyde simply shows himself as an id whose "act and thought" centre solely on 
"self (86). As "a brute, governed wholly by his grosser appetites", he does whatever 
he wants because he is “untrammeled by the moral scruples" that have previously 
troubled his subject (Clemens, 124). 
Jekyll's growing awareness of Hyde's brutality deepens his hatred and terror of 
his double. Although "Hyde indulges no vices that Jekyll himself did not enjoy", 
Jekyll is most terribly frightened by his double's primitivism (Arata, 40). Even Jekyll 
himself confesses: “This familiar that I called out of my own soul ... was a being 
inherently malign and villainous ... drinking pleasure with the bestial avidity from 
any degree of torture to another" (86). Free from Jekyll's countervailing morality, 
Hyde is like "a caged wild beast set free" (Herdman, 136). His violent murder of 
Carew emphasizes once again his rising level of egotistic tendency. Embodying 
within himself "a spirit of enduring hatred", Hyde is deadly destructive in his act of 
violence (38). His cruelty is made explicit when he tramples "his victim under foot", 
hails down "a storm of blows, under which the bones were audibly shattered and the 
body jumped upon the roadway"(47). As a wielder of force, he shockingly enjoys 
torturing the old man: "With a transport of glee, I mauled the unresisting body, tasting 
delight from every blow" (90). Hyde's act of bloodshed is so destructive that it has 
already exceeded what Jekyll can tolerate. Filled with terror, Jekyll increasingly finds 
Hyde out of his control: “In the top fit of my delirium, struck through the heart by a 
cold thrill of terror" (91). Calling Hyde as "the spirit of hell", he realizes that his 
double's liberty has already degenerated into a license, which turns inevitabily into a 
destructive end (90). 
Being too self-serving to be governed, Hyde finally strives for a complete 
independence by challenging the bond of his subject. In the novel, Jekyll' and Hyde's 
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common strife for the same body is an important source of their rivalry. Being merely an 
inward figure "called out of [Jekyll's] own soul", Hyde represents the hidden self of 
Jekyll splitting off from within (76). Sharing the same body, Jekyll and Hyde can never 
appear at the same time. When Jekyll enjoys his public self-identity as a decent 
gentleman, he has to do away with the "brute that slept within" him (86). Similarly, 
when Hyde attempts to take over the body and emerge in his "displeasing" and 
"detestable" form, he has to banish Jekyll, suppressing Jekyll to the greatest extent (128). 
Among the two, only one can emerge at a time and their inability to co-exist shows the 
extent to which they are at rivalry with one another. Since their relationship is 
constructed on the basis of competition, exclusion and elimination, their cohabitation 
does not promise them a harmonious relationship. On the contrary, it results in an 
emulous contest and becomes a primary manifestation of their mutual exclusiveness. 
Experiencing Jekyll's body as a prison in the same way as Jekyll experiences the society 
as a confinement, Hyde rises in revolt against his subject to fight for his own autonomy. 
In the novel, Hyde is supposed to play "the role of a part instead of a person" (Herdman, 
137). However, his expanding ambition to pursue freedom makes him find Jekyll too 
oppressive a master. Instead of being submissive, he intends to manipulate the body all 
by himself. Initially, Jekyll is the master of Hyde because it is he who creates the double 
as an expression of his hidden self. However, the situation turns out to be the opposite at 
the end because the act of transformation eventually becomes involuntary. As Masao 
Miyoshi rightly observes in The Divided Self: A Perspective on the Literature of the 
Victorians (1969), Jekyll is now "divided against himself (ix). Hyde's ability to subvert 
Jekyll threatens the mastery of the subject because it represents an uprising against 
domination. Getting rid of Jekyll's control, Hyde assumes the power to emerge without 
even the consensus and approval of his master. Reflecting in extremity Jekyll's 
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excessive quest for freedom from restraint, he becomes so monstrous that he even haunts 
his subject to death. 
To conclude, in The Strange Case of Dr Jekyll and Mr Hyde, there is a clear and 
provocative link between the ways in which Jekyll is overwhelmed by the social 
oppression and how Hyde, in turn, endeavors to achieve a complete freedom by 
releasing himself from restraint of any kind. Following the social codes as many 
Victorians would do, Jekyll finds the polite society too oppressive to allow a full exercise 
of free will. As confessed by the discontented doctor himself，the society which he 
inhabits is the main source of his despair: "I was driven to reflect deeply and inveterately 
on that hard law of life which lies at the root of religion and is one of the most plentiful 
springs of distress" (81). Sharing the inward truth of his subject, Hyde is vital to the 
resistance to oppression. On the one hand, his "self-centered intention" balances 
"Jekyll's reputation as a self-sacrificing do-gooder" (Brennan, 101). On the other hand, 
his cerebral freedom not only causes great upheaval, but also leads Jekyll inexorably 
toward oppression and finally death. 
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Chapter Two 
The Ambition to Transgress: Locating Freedom in Oscar Wilde's The 
Picture of Dorian Gray 
Published in 1891，five years after Stevenson's The Strange Case ofDr Jekyll and 
Mr Hyde, Oscar Wilde's The Picture of Dorian Gray is another late Victorian novel 
showing how a man struggles to move out of bondage into freedom. As in Stevenson's 
novel, communal forces are highly influential in molding Dorian Gray's self, his way of 
thinking and subsequently, his behavior pattern. Living in an aristocratic environment of 
aesthetic dandies, Dorian is inspired by Lord Henry Wotton, the chief mocker of social 
orthodoxy, to cultivate for himself a cult of ego. Thrilled by the idea that "the aim of life 
is self-development", Dorian reacts against the Victorian orthodoxy as if he is a rebel 
(20). Aspiring for a total aestheticization of his experience, he even rejects bourgeois 
morality in favor of pleasure. 
Although community plays a large part in Dorian's assimilation of value, social 
conditioning is not the whole story of his transgressive behavior, any more than it was 
with Jekyll. While Dorian is shaped by his community, he also shapes himself, as Jekyll 
did, through a self-conscious effort aimed at living his life to its full. With an ambition 
to enjoy every pleasure that his life can offer, Dorian comes up with an innovative idea 
to turn a portrait drawn by Basil Hallward into his aesthetic double. Through 
exchanging places with the portrait, he miraculously keeps his youth while the artwork 
grows old for him. Even if he commits himself to a life of sin, which is supposed to be 
registered by the body, he is still as perfect as ever. In this regard, the double exerts the 
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same liberating effect on Dorian as it did upon Jekyll: it permits him to do whatever he 
wants without being punished. Freeing himself from the natural blockage that prevents 
him from actualizing his full potential, Dorian, like Jekyll, can create his own way into 
boundless freedom. Yet, as with Jekyll, such unrestrained freedom also becomes the 
source of enormous destruction at the end. 
For many critics, Dorian's ultimate corruption can be attributed to his improper 
vanity. In “The Picture of Dorian Gray: An Essay in Aesthetic Exploration" (1990), 
William Buckler comments that Dorian fails at the end because his "ugly, self-deceiving, 
all-devouring vanity" has led him "to heartless cruelty, murder, blackmail, and suicide" 
(140). Anne Varty, in A Preface to Oscar Wilde (1998)，explains that "the real pathology 
which Wilde scrutinizes in the story lies . . . in the way Dorian's character is structured by 
vanity, so extreme that it heralds a Freudian analysis of narcissism" (115). Undoubtedly, 
Dorian is obsessed with an exaggerated sense of self-worth throughout the novel. Vainly 
believing himself to be excellent, he lets the portrait age in his place so that he can keep 
his physical perfection. Out of pride, he kills Basil whose vigorous charges have elicited 
a narcissistic rage from him. 
Yet, the greatest sin by which Dorian falls is his aggressive aspiration for 
unrestrained freedom. Like Jekyll, Dorian wants to experience himself as being 
vigorous. Through posing a provocative counter-emphasis to the Victorian orthodoxies, 
he intends to lead a decadent life that is powerful, energized and completely free. By 
creating a double for himself, he even attempts to survive the aging process, which is 
actually one of the most immediate hindrances for personal freedom. However, the 
problem is that unrestrained freedom usually comes with a high cost. When he exploits 
his freedom so extremely, he dissolves it into a monstrous power, destructive not only to 
others, but to himself as well. 
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This chapter examines how Dorian is caught between his collective commitment 
to the dandiacal values and his personal commitment to greater individual autonomy. 
In the first section, I will investigate the socializing process by which Dorian's free 
spirit develops within a community of aesthetic dandies. In the second section, I will 
discuss Dorian's failure to achieve a radial individualism because of his aspiration for 
communal validation. The third section proceeds to illustrate how Dorian wants more 
freedom than his community can provide. The last two sections examine the positive 
and negative consequences brought by Dorian's creation of a double, a portrait, to 
obtain radical freedom. They also lead to the conclusion that excessive freedom can 
rob Dorian of his humanity and make him become corruptive at the end. 
The Spirit of Freedom in Dorian 
Although both The Strange Case of Dr Jekyll and Mr Hyde and The Picture of 
Dorian Gray have their common setting in late Victorian England, Jekyll and Dorian 
display great differences in their moralities, values and attitudes towards life because 
they identify with different social groups, the respectable upper-middle class society and 
the aristocratic community of aesthetic dandies respectively. In The Strange Case of Dr 
Jekyll and Mr Hyde, Jekyll is depicted as a prototypical Victorian gentleman who strives 
to obey the conventional social codes. Living within a context of respectability, he 
complies with the social pressure to display a morality of restraint. Even if he is ridden 
by sexual impulses, he yields obediently to self-discipline in the presence of others. 
Through constructing for himself a public self-image of righteousness, he successfully 
obtains the honor and respect to which he aspires. 
Unlike Jekyll, however, who is very much a conformist in public spheres, Dorian is 
a young aristocrat enjoying more freedom because he is not so bounded by the bourgeois 
54 
ideology. As Sally Mitchell notes in Daily Life in Victorian England (1996)，Victorian 
aristocracy is a privileged class that leads "a life of pure leisure and dissipation" (22). 
Being the landowners, aristocrats downplay the idea of self-help promoted by the middle 
class. In similar fashion, Dorian is freed from working and he can afford spending time 
on different leisure activities. 
However, in addition to being just an aristocrat with great fortune, Dorian is a man 
of fashion and pleasure. Taking part in a social circle where aestheticism and dandyism 
are widespread communal phenomena, he comes to assume another role of an aesthetic 
dandy, sophisticated and gorgeous. Aestheticism is one paradigm of the late Victorian 
period and it emphasizes that beauty is superior to other moralities. As with 
aestheticism, the dandyish movement also venerates individual freedom, but advocates 
an extreme aestheticism that worships artificiality. In the novel, both of these ideologies 
are bodied forth by Dorian. With an air of superiority, the public self he displays is 
marked by the delicacy of appearance, elegance of manner and most importantly, a spirit 
of freedom to live in accordance to his impulse. 
Living in an aristocratic community of aesthetic dandies, Dorian develops his sense 
of self through the process of socialization, and the biggest influence on him is certainly 
Henry Wotton. In the novel, Henry is depicted as the most prominent aesthetic dandy. 
Serving as what Rodney Shewan calls a "dandiacal mental athlete" in Oscar Wilde: Art 
and Egotism (1977)，Henry strives to socialize aesthetic belief and validate New 
Hedonism (166). With a skeptical view towards the Victorian orthodoxies, he always 
accentuates difference in the high society that is moving towards standardization 
(Shewan, 166). Not only does he persuade Dorian to worship beauty, but he also 
validates a life of sensual pleasure. "Nothing can cure the soul but the sense," he tells 
the young lad, "just as nothing can cure the sense but the soul" (17). Obsessed so much 
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with the idea of New Hedonism, he further claims: "Live! Live the wonderful life that is 
in you! Let nothing be lost upon you. Be always searching for new sensations. Be 
afraid of nothing . . . A new Hedonism - that is what our century wants. You might be 
its visible symbol" (18). 
Henry's idea of New Hedonism, here, obviously has its root in Pateresque 
notions of aestheticism. In The Studies in the History of the Renaissance (1873)， 
Walter Pater asserts his attempt to divorce aesthetic experience from any obligations: 
"To bum always with this hard, gem-like flame, to maintain this ecstasy, is success in 
life" (388). Such aesthetic philosophy is significant because it results in the 
conception that beauty is the most admirable form of life. By elaborating Pater's idea 
that sensual pleasure is independent of dialectic issues, Henry tries to "set up New 
Hedonism as a viable alternative to traditional values”* Actually, Henry's belief that 
the pursuit of beauty is the most important goal shares in a number of ways with 
Wilde's notion of art-for-art's-sake. In his 1891 essay, "The Soul of Man Under 
Socialism", Wilde wrote: 
A work of art is the unique result of a unique temperament. Its 
beauty comes from the fact that the author is what he is. It has 
nothing to do with the fact that other people want what they want. 
Indeed, the moment that an artist takes notice of what other people 
want, and tries to supply the demand, he ceases to be an artist, and 
becomes a dull or an amusing craftsman, an honest or dishonest 
tradesman. He has no further claim to be considered as an artist. 
(29) 
Obviously, in addition to being the transmitter of Pater's value, Henry also serves to 
4 Gillespie, Michael Patrick. The Picture of Dorian Gray: "What the World Thinks Me" (1995). 68. 
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express Wilde's own aesthetic idea. As Phillipe Jullian suggests in Oscar Wilde 
(1986), Henry is the mouthpiece of Wilde himself (184). Through emphasizing that 
art exists for its own sake, he further promotes the spirit of freedom. 
While theorizing his orthodox doctrines, Henry always shows himself as an 
aesthetic dandy worthy of imitation and his charisma does exert a fascination over 
Dorian. In the novel, Henry's attempt to communicate his greater knowledge to 
Dorian reveals a very important aspect of socialization. As suggested by Masao 
Miyoshi in The Divided Self: A Perspective on the Literature of the Victorians (1969), 
the relationship between Henry and Dorian appears "at one point to be that of prophet 
and disciple" (314). However, in addition to being just a transmitter of knowledge, 
Henry also serves as a role model for Dorian to follow. In fact, his very existence is 
already an idealized example of dandyism and aestheticism. Not only does he show 
what can be done, he also provides direction for what should be done. 
Henry's influence on Dorian is so strong that, for some critics, Dorian is a 
passive victim of Henry's socialization. Neil Sammells in Wilde Style: The Plays and 
Prose of Oscar Wilde (2000)，for example, claims that Dorian is "created" by Henry's 
"theorizing" (58). Certainly, such reduction of Dorian as a creation of Henry is an 
oversimplification though not necessarily a falsification. To a large extent, Dorian's 
identification with Henry is very much a process of resonance: 
He was dimly conscious that entirely fresh influences were at work 
within him. Yet they seemed to him to have come really from 
himself. The few words that Basil's friend had said to him ... had 
touched some secret chord that had never been touched before, but 
that he felt was now vibrating and throbbing to curious pulses. (21) 
Instead of twisting Dorian's personality against his own nature, Henry just reveals the 
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young man to himself, making him recognize the "exquisite things" long "in store for 
him" (49). He inspires the young lad to gain more insight into himself. "There had 
been things in his boyhood that he not understood" the narrator says, "He understood 
them now. Life suddenly became fiery-coloured to him" (16). It is true that Dorian 
turns out to be a follower of "the cult of dandy and aesthete"^ because he has the 
potential to be one. However, encouragement is always necessary and Henry is the 
one who gives him the support. Without Henry's inspiration and socialization, Dorian 
may not be able to discover the buried potential in his core. In this regard, the 
importance of Henry lies in his ability to guide the young lad to its own growth. 
Under the socializing influence of Henry, Dorian undergoes a conversion from 
an innocent young lad to an aesthetic dandy. Initially, Dorian is bom of pure nature, 
beautiful and virtuous. Perfect in his youth, he is widely recognized as "the most 
unspoiled creature in the whole world" (89). Honest in his mind and sincere in his 
spirit, he exemplifies an attitude of innocence by which he can easily escape the sin of 
vanity. Even if he is over twenty years old, he can still retain an unusually ingenuous 
mentality as if he is in a state of childhood innocence: "There was something in his 
face that made one trust him at once. All the candor of youth was there, as well as all 
youth's passionate purity. One felt that he had kept himself unspotted from the 
world" (15). However, having heard the "words", the "mere words" of Henry, he 
alters into an aesthetic dandy who resents restraint (22). Filled with an aspiration to 
set himself free from the binding chain of ignorance, he begins to seek knowledge 
about life. In addition, following the example of Henry, he also abandons the outworn 
conventions of society. Initially, a man of purity, he ceases to be innocent and his 
5 Kane, Michael. Modern Men: Mapping Masculinity in English and German Literature 1880-1930 
(1999). 50. 
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drastic change is very much a result of Henry's socialization. 
Inspired by Henry to cultivate a great sensitivity to beauty, Dorian takes personal 
innovation as a source of pride and the public self he displays is characterized by 
artistry and uniqueness. According to Richard D. Altick in Victorian People and 
Ideas: A Companion for the Modern Reader of Victorian Literature (1973)，aesthetic 
dandies in Victorian England constantly detach themselves from the "vulgarity" taste 
of the mainstream culture (293). Practicing a form of revolt through art, elegance and 
high manner, they base their mode of life on the standard of aestheticism. In similar 
fashion, Dorian, subjected to the socializing influence of Henry, also takes distinction 
as one supreme value. "Life i tself , he believes, "was the first, the great, of the arts" 
(106). Treating “life in the spirit of art", his entire character is constructed with an 
aesthetic awareness, which is fully reflected in his identifiable style (48). Free from 
the traditional entanglements that interfere with taste, Dorian is well known for his art 
of dressing as well as his aesthetic quality: 
His mode of dressing, and the particular styles that from time to time 
he affected, had their marked influence on the young exquisites of 
the Mayfair balls and Pall Mall club windows, who copied him in 
everything that he did, and tried to reproduce the accidental charm 
of his graceful, though to him only half-serious, fopperies. (106) 
Unlike Jekyll who derives his self-esteem from his ritualized compliance with the 
social orthodoxy, Dorian enjoys the appreciation, honor and respect brought by his 
personal uniqueness. Following the principle of dandyism, according to which 
originality is of prime importance, he tries to be different from others. Withdrawing 
himself from the social standardization that confines Victorians in general, he sets 
himself above the rest of the crowd by displaying his artistic style and unique traits. 
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Through putting himself as a role model for the rest of his community to follow, 
Dorian can maintain his self-worth through his perfectionist standards and 
noncompliance with the Victorian orthodoxy. 
Having gone through the process of socialization initiated by Henry, Dorian tries 
to engage in a variety of unorthodox actions, which give freedom not only to the 
body, but also to the spirit. Following Henry's instruction to "live out life fully and 
completely", Dorian starts a new form of life to seek the knowledge of experience 
(41). Obsessed with his "curiosity of life", he endeavors to develop his intellectual, 
aesthetic and sensual potentials to the upmost (105). Under the normal circumstance, 
an aristocrat like Dorian should not visit the "little theatre" located in a "labyrinth of 
grimy streets" (49). Nor should he pay visits to prostitutes and establish intimate 
relationships with the "fashionable young men of his own rank" (105). However, 
after his encounter with Henry, Dorian finds that he should not be obliged by the rules 
of common morality. As James Najarian suggests in "Arnold's Irony and the 
Deployment of Dandyism" (2000)，dandyism is characterized by "radical alterity" 
(193). With a vigorous desire to explore the wilder aspect of his life, he says, 
I will tell you, Henry . . . i t never would have happened if I had not 
met you. You filled me with a wild desire to know everything about 
life ... I determined to go out in search of some adventure. I felt that 
this grey, monstrous London of ours，with its myriads of people, its 
sordid sinners, and its splendid sins, as you once phrased it, must 
have something in store for me. (39) 
In order to spark the latent urge in his intellect and heart, Dorian does everything 
in his power to realize the potential that even he is unaware of. He studies perfumes 
and enjoys music. He descends to the low society in London and gets relaxation by 
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taking opium. Overwhelmed by the idea that spontaneity is essential to self-
realization, he dismisses the most sanctified Victorian beliefs like work, honesty, 
fidelity, chastity and charity. Following after the example of Henry as an aesthetic 
dandy, he even pursues "the newness of every sensation" at the expense of other 
people's right (Gillespie, 85). Dorian's effort to be an aesthetic outlaw, here, contrasts 
strikingly with Jekyll's compliance to the conventional social bondage. Unlike Jekyll 
who is bounded by the moral rule, Dorian finds that life is an art and it should not 
involve "the sacrifice of any mode of passionate experience" (130). Dedicated to a life 
entirely devoted to the sense, he, therefore, maximizes the freedom in store in him. 
Dorian is at once a Rebel and a Conformist 
Although the philosophy of dandyism does offer Dorian an opportunity to escape 
from an oppressive Victorian orthodoxy, it is not able to generate the deeper break 
with society that Dorian ultimately desires. This is because dandyism, despite its call 
for a release from the tyranny of bourgeois sensibility, itself is oppressive. As Rhonda 
K. Garelick notes in Rising Star: Dandyism, Gender and Performance in the fin de 
siecle (1998)，dandyism is a performance of a "highly stylized" self (1). Charles 
Baudelaire, in "The Painter of Modem Life and Other Essays" (1863)，goes further to 
indicate that dandyism is "an institution beyond the laws", yet it "itself has rigorous 
laws which all its subjects must strictly obey" (26). Very much in line with Garelick's 
and Baudelaire's comments, the fashionable community of which Dorian is a member 
also strives to foster a codified pattern of behavior. It sets rules, explicit or implicit, 
for its members to follow. It serves as a guiding principle to the 'right' way to 
behave. Since dandyism is the outcome of a carefully cultivated temperament, being 
a dandy has already involved a certain loss of individuality. 
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Hence, irrespective of how ardent and independent his individual character may 
be, Dorian still needs to observe a set of communal rules and his compliance makes 
him no more than a product of socialization. To fit into the community and ensure his 
sense of belonging, Dorian shows substantial effort to foster and maintain certain 
positive self-images. In the presence of others, he constantly keeps "his frank, 
debonair manner" and "his charming boyish smile" (116). Cultivating beauty into his 
own character, he bases his mode of life in style within the accepted standard of 
aestheticism. Dorian's value system, here, is clearly formed through his interaction 
with his community. Even if he takes uniqueness as principle, he is cautious not to 
violate the shared communal value to any extent that would bring him immediate 
disgrace. Dorian, in this way, is very much like Jekyll. 
Even more powerful than Dorian's reliance on his social group is his dependence 
on Henry, his mentor, whose excessive compliments bring an outburst of pride and 
satisfaction in him. In the novel, Henry is deeply concerned with appearance and he 
also likes to make others become self-conscious. Instead of asking Dorian to be 
humble, he repeatedly appeals to the young lad's pride. "Beauty," he proclaims, "is 
the wonder of wonders" (18). Later, he further reinforces the superiority of physical 
perfection by affirming that "Beauty is a form of Genius - is higher than Genius" 
(31). Socialized by Henry to gain increased self-concern, Dorian also worships his 
physical appearance, which is indeed a common character trait of aesthetic dandies. 
According to Garelick, a dandy in general "attends obsessively to his appearance" 
(26). Hungering so much for bodily pride, Dorian is marked by a manner of self-
conceit. His exaggerated egotism is made even more explicit when he says, "Youth is 
the only thing worth having. When I find that I am growing old, I shall kill myself 
(22). This outspoken articulation of arrogance is at best understood as a result of his 
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exaggerated compliance to the shared, normative standard of social behavior. 
Developing his sense of self through the process of socialization, Dorian is governed 
and influenced by the social system he takes part in. 
Having assimilated the dandiacal values as his own sustaining principles, Dorian 
may not recognize that he is enslaved by the codes of his fashionable community. 
Quite on the contrary, through conforming himself to the shared standards of his 
acquaintances, he more often enjoys being appreciated, adored or even worshipped. 
Well known for his 'good' taste, Dorian is frequently "consulted on the wearing of a 
jewel, or the knotting of a necktie, or the conduct of a cane" (106). Many young men 
even regard him as "a type that was to combine something of the real culture of a 
scholar with all the grace and distinction and perfect manner of a citizen of the world" 
(106). These recognitions and validations are essential to Dorian's maintenance of 
self-worth. Like Jekyll, who is keen to assimilate other people's opinion of him, 
Dorian derives his sense of who he is from his social group, whose praise he 
constantly requires. This also suggests that Dorian aspires for social respectability to 
the extent that he wants the approval of his social circle. 
There is no denying that the 'dandy' social group has its own oppressive quality. 
However, once Dorian can follow the rules, he will be greatly rewarded for his 
compliance. This is the means employed by any social group to deprive its members 
of their individuality and independence. In the eyes of the respectable society of 
which Jekyll is a member, Dorian may play the role of a rebel, subversive and unique. 
However, while he is displaying a multiplicity of unorthodox behaviors, he is just 
contributing the pattern of behavior that constitutes the structure of his own social 
group. In this regard, Dorian is not so unique as he appears to be because he bears the 
general characteristics of the group to which he belongs. Moreover, he is not truly 
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rebellious because he gives to his actions a content that is determined by the position 
he occupies among many other people. 
Dorian's Ambition to Go beyond Limitation 
In The Picture of Dorian Gray, Dorian does enjoy his role as a dandy to 
transgress the Victorian orthodoxy. However, his devotion to the decadent life makes 
him want even more freedom than his community can provide. Bom as a Victorian 
aristocrat, Dorian can enjoy a privileged position to lead a life of extravagance. 
Socialized by Henry to be an aesthetic dandy, he is able to exist in a self-created space 
to challenge the moral stricture fostered by the Victorian orthodoxy. However, as 
confessed by Dorian himself, he wants much more than these. In addition to simply 
leading a life of sensual pleasure and aesthetic beauty, he wants to develop his life to 
its fullest extent: “He sought to elaborate some new scheme of life that would have its 
reasoned philosophy and its ordered principles and find in the spiritualizing of the 
sense its highest realization" (106). Dorian's idea, here, seems to demonstrate an 
enormous sense of mission. Promoting a mode of value outside of ethics, he attempts 
to experiment with all sensation, in order that he can achieve a perfect realization of 
his capacity. Like Jekyll, Dorian also wants to react against the outworn social 
conventions and involve himself completely in uninhibited experiences. Thinking so 
highly of himself, he does not want to be restrained, neither by the natural law nor 
even the limitations of his own social set of aesthetes. Filled with the ambition to be 
his own master, the high-spirited Dorian determines to live his life to his full, with 
persistent effort to subvert, challenge and transgress limitations. 
Initially, Dorian follows Henry to be an aesthetic dandy, yet he becomes 
ultimately very unlike his preacher because he is ridden by an ambition to set himself 
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above life. In the novel, Henry's tolerance with his own state is in contrast to 
Dorian's dissatisfaction with life. Being a highly sophisticated man, Henry notices 
that life can be dissatisfying. Seeing aging as an ongoing process of life, he admits 
that there are certain constraints beyond human control. With a deeper realization 
about the world around him, he will not strive for something that is beyond human 
ability. Unlike Henry who is aware of the inevitable frustration of life, Dorian fails to 
accept the fact that life has its own limitation. With a great hunger for physical 
perfection, he cannot bear the truth when Henry tells him the undesirable consequence 
of aging. In fact, it is also his failure to accept restrictions tolerable to Henry that 
makes him different from his mentor. 
Due to their different attitudes towards life, Henry retains a "voyeuristic 
relationship" to New Hedonism while Dorian yearns for an "active development of its 
implications" (Gillespie, 65). Accepting that pain is an indispensable part of life, Henry 
tries to detach himself from attachments that may cause mental worry, concern, pain and 
sorrow. As suggested by Gillespie, Henry is "more given to speculation than to 
action" (16). Basil, too, has once made a comment on Henry's personality like this: 
"You never say a moral thing, and you never do a wrong thing. Your cynicism is 
simply a pose" (4). In fact, throughout the novel, all Henry does is to encourage 
Dorian to act out the life he has not acted out himself. Dismissing Dorian as an 
experimental object, he motivates the unworldly lad to repudiate the traditional 
Victorian ethics like social responsibility and public conscience. Using Dorian to test 
"the mutability of human mind"^, he provides the innocent boy some amoral 
philosophies that can spark off his desire of self-indulgence: 
It was clear to [Henry] that the experimental method was the only 
6 Seagrott, Heather. "Hard Science, Soft Psychology, and Amorphous Art in The Picture of Dorian 
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method by which one could arrive at any scientific analysis of the 
passions; and certainly Dorian Gray was a subject made to his hand, 
and seemed to promise rich and fruitful results. (48) 
Instead of implementing the theory he himself celebrates, Henry prefers to experiment 
on human passion and sees the influence he has on Dorian. By adopting the attitude 
of a detached overseer, he may even rise above pain and restraint: "To become the 
spectator of one's own life, as Harry says, is to escape the suffering of life" (90). 
Through detaching himself from life, Henry can move beyond the frustrating 
endeavors of a painful existence. 
Unlike Henry, Dorian exposes himself to a broad range of experience in order to 
achieve a deeper sense of his self. From Dorian's perspective, gratifying his desire for 
experiences is possible only through "self-directed experiment" (Varty, 122). Being a 
man of action, he preoccupies his life with a wide range of activities that can enrich 
his mind, body and spirit. Sometimes, he devotes himself to the Roman Catholic 
communion not because of its religious ritual but because of its aesthetic qualities. 
Sometimes, he indulges himself entirely in music and perfumes. All these activities 
can provide an outlet for Dorian's self-expression. They engage his imagination, 
allow him to assert his uniqueness and even exalt his spirit. For Dorian, his 
expeditionary life is very much a journey into the unknown. This kind of expedition 
may even draw together personal experience and mental growth to promote self-
discovery. With an ambition to reach his full potential, Dorian hopes that his various 
life experiences can make significant contributions to the expansion of his knowledge. 
Throughout the novel, Dorian shows much more effort than Henry to lead a life 
of self-development. Additionally, he is more willing to victimize others than Henry. 
G r a y (1998). 358. 
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Having cultivated a detached attitude to those around him, he is very impersonally 
oriented towards other people. His idealization of Sibyl Vane's death, the working 
class woman whom he loves for the first time in his life, is one prominent example of 
his detachment: 
I must admit this thing [Sibyl's death] that has happened does not 
affect me as it should. It seems to me to be simply like a wonderful 
ending to a wonderful play. It has all the terrible beauty of a Greek 
tragedy, a tragedy in which I took a great part, but by which I have 
not been wounded. (100) 
With little sense of righteousness or evil, Dorian's main concern is whether his 
personal experience in life and in art can provide him sufficient pleasure, excitement 
and challenges. Even worse, with little moral restraint, he is willing to hurt others in 
order to seek happiness. As Basil suggests, Dorian is a corruptive force to those 
around him and he is even responsible for the tragic ruin of Henry's own sister, Lady 
Gwendolen: "when you met Lady Gwendolen, not a breath of scandal had ever 
touched her. Is there a single decent woman in London now who would drive with 
her in the park?" (124). Attached to actions, but detached from the consequences they 
will have on others, Dorian's amorality sometimes outrages the conscience of 
mankind. In order to hunt for insights in his heart, soul and life, he actively lives by 
his desire. Yet, he tries to keep himself insensible to other people's feeling. By so 
doing, Dorian can act without reacting, which also prompts him to infringe on the 
rights of another. 
Dorian's aspiration for boundless freedom becomes ever more intensified when 
he sees Basil's portrait, the "aesthetic permanence" of which reinforces his 
"mortality" (McGinn, 125). In the novel, Dorian's assimilation of Henry's philosophy 
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is just the first step to his path of self-recognition and the process is completed only 
after he sees the portrait created by Basil. Although Henry does ask Dorian to be self-
concerned, it is the portrait that provokes him to fall in love with himself 
narcissistically: "It taught him to love his own beauty" (114). Overwhelmed by the 
beauty it captures, he experiences a sudden and direct insight into himself as if "he 
had recognized himself for the first time" (20). On the one hand, Dorian loves the 
portrait for its full revelation of his exceptional beauty. On the other hand, he is upset 
terribly by it because its existence always reminds him of his limitation as a mortal. 
As Ruth Robbins notes in Literary Feminisms (2000) the picture is indeed "a sign of 
Dorian's self-consciousness of his own beauty and the temporality of his existence" 
(230). Therefore, the more he leams the wonder of his beauty from the portrait, the 
more he feels anxious of losing the gifted quality he has once possessed: 
Yes. There would be a day when his face would be wrinkled and 
wizen, his eyes dim and colourless, the grace of his figure broken 
and deformed. The scarlet would pass away from his lips, and the 
gold steal from his hair. The life that was to make his soul would 
mar his body. He would become dreadful, hideous, and uncouth. 
(21) 
This awakening is indeed very important to Dorian because it gives rise to a mental 
illumination that brings with it an insight into the meaning and the purpose of life. 
Inspired by the portrait, Dorian becomes sensitive to the short-lived nature of his 
golden age. In fact, no matter how outstanding he is, he is just a human being who 
will grow old. Once his beauty fades, he will "lose every thing", including his 
privileged position in his community (22). Dismayed at the thought that he, like all 
the other men, is hindered by the natural law, he becomes even more eccentric 
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feverish to free himself from the rule of life. 
Aspiring for the permanence found in art, Dorian makes a vain attempt to turn 
the portrait into his double so that the artwork can grow old for him while he himself 
keeps the perpetual youth. Unwilling to accept the very fact that he is restrained by 
the natural law regarding age and the decline of beauty, he aspires to achieve an 
impossible standard of freedom. So eager is he to maintain an unblemished legend 
for his youth that he even desires to suspend the aging process. At the height of an 
emotional intensity, he makes a transgressive wish that is above and beyond one's 
calling, 
How sad it is! I shall grow old, and horrible, and dreadful. But this 
picture will remain always young. It will never be older than this 
particular day of June . . . If it were only the other way! If it were I 
who was to be always young, and the picture that was to grow old! 
For that-for that~I would give everything! Yes, there is nothing in 
the whole society I would not give! I would give my soul for that! 
(25-26) 
Exchanging roles with the portrait, Dorian keeps his youth irrespective of the passage 
of time. In contrast, the artwork registers all his marks of age and becomes hideous 
progressively in accordance to his degradation. Like Jekyll, Dorian also wants to see 
himself unrestrained, yet without the need to pay a price for his transgression. By 
turning his life into an art and his face into a mask, he can create his own way into 
boundless freedom. "Is insincerity such a terrible thing?" he stresses, "I think not. It 
is merely a method by which we can multiply our personalities" (117). On the one 
hand, he can host dinners for the aristocratic society and appear as a well-mannered 
aesthetic dandy. On the other hand, he can visit the English underworld and be "as 
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bad as bad" (158). Making use of the freedom facilitated by the magical portrait, he 
can play out Henry's theory more fully, subvert the Victorian orthodoxy to the greatest 
extent and take whatever life is available to him. 
The Aesthetic Double as a Gateway to Unrestrained Freedom 
Although it is never known why Dorian's wish is magically granted, the fatal 
portrait does grow old for him and become a supernatural yet objective reflection of 
his soul, which operates very much as what Miyoshi calls "an aesthetic double" (291). 
Unlike Hyde in The Strange Case of Dr Jekyll and Mr Hyde who is an inward figure 
unleashed to seek a life of unrestrained freedom, the portrait of Dorian signifies 
another less common type of double. Instead of appearing as an active agent, it just 
functions as an object of experience, a medium through which Dorian's inner reality is 
expressed, projected and represented. Although the artwork cannot initiate an action, 
its passivity and immobility make it no less important a double. Having "a life of its 
own", it changes in accordance to its subject's growth, registering all marks of time 
and showing signs of decadence (131). "What the worm was to the corpse" the 
narrator continues, "[Dorian's] sins would be to the painted image on the canvas" 
(119). In addition to simply bearing witness to Dorian's physical and psychological 
development, the portrait also exerts a "liberating" effect on Dorian (Gillespie, 51). 
According to Gillespie, "The pictures gives [Dorian] the advantage of escaping the 
horror he would have to face if his body began to show the physical consequences of 
the growing depravity of his life" (Gillespie, 51). Through registering the marks of 
moral degradation for the young lad, it enables him to further practice New Hedonism 
and subvert the Victorian orthodoxy. Hence, if Henry is the inspirer who shows 
Dorian his potential, the magical portrait is definitely the necessary device freeing 
. 70 
him to lead his life to its full. 
Like Jekyll who strives to challenge the natural law, Dorian tries to free himself 
from the human process of aging; the emergence of the supernatural portrait just 
provides him the exact mechanism to reach the goal. Exchanging places with the 
portrait, Dorian not only transgresses the limit of time, but also acquires the eternal youth 
that he most earnestly aspires. Transformed into what Colin McGinn calls a "timeless 
aesthetic object" in Ethics, Evil, and Fiction (1997)，Dorian seems to be ageless (126). 
Even if twenty years are past, he is still able to retain his youth and shows no sign of 
aging: "Summer followed summer, and the yellow jonquils bloomed and died many 
times ... but he is unchanged. No winter marred his face or stained his flower-like 
bloom. How different it was with material things!" (152). In contrast to the 
"wonderfully handsome" Dorian, the aesthetic double grows old, with wrinkles that 
signify the undesirable consequence of aging (19). As time goes by, it shows vividly 
the ugliness brought by physical decay: "the face was saturnine and swarthy, and the 
sensual lips seemed to be twisted with disdain (158). Similar to Hyde, the portrait 
functions as a double liberating Dorian from the physical limitation that human beings 
cannot normally transcend. Remaining unspoiled by time, Dorian succeeds in 
highlighting his distinction through a sort of physical perfectionism. Unrestrained by 
the natural law, he achieves a kind of immortality, which even allows him to survive 
the hideousness of old age. Since aging is an indispensable part of human life, 
Dorian's ability to survive the inevitable process makes him superior to all mankind. 
In addition, like Jekyll who puts all his blame on Hyde, Dorian transfers his 
moral responsibility to the portrait so that he can be free in conscience. Although 
Dorian aspires deeply to lead his life to its full, he does not want to be morally 
responsible for his actions. In order to blind himself from the consciousness of his 
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sin, he lets the portrait bear all the corporeal marks in his place. For Dorian, corporal 
marks are repulsive not simply because they can distain his figure, but also because 
they carry with them tremendous moral implications. They represent his degradation 
and corruption. They can also rob him of his pride and make him regard himself as 
unworthy. Unwilling to confront the moral dilemma inherent in the nature of his 
decadent life, Dorian simply wants to abdicate his moral responsibility. "Eternal 
youth, infinite passion, pleasure subtle and secret, wild joy and wilder sins - he was to 
have all these things, the portrait was to bear the burden of his shame: that was al，， 
(117). With his soul separated from him to the portrait literally, he can increasingly 
find himself pure and unstained. This allusion can also relieve him from the vicarious 
burden of moral rules. 
With the portrait to bear undesirable consequences both physically and 
psychologically, Dorian is freed to set himself above the Victorian ethics and explore 
more intensely the "depth of his own sensuality" (Gillespie, 76). At one time, he 
yields to the passions of the flesh. On another occasion, he falls in love with Sibyl 
Vane, an actress from the working class. As Epifanio San Juan rightly observes in 
The Art of Oscar Wilde (1967), Dorian is only committed to "the actress in Sibyl", but 
not the person herself (50). Transforming the lady's living reality into different 
theatrical characters in Shakespearean dramas, he uses her as a means to fulfill his 
aspiration for a total aestheticization of his experience (McGinn, 128). Delighted with 
various insights, Dorian becomes even more eccentric to free himself from the ethical 
horizons of life. Certainly, Dorian's decadent acts are socially disruptive in relation to 
the middle-class ideal of right conduct. However, as Dorian believes, one comes to be 
free only when he or she can explore different aspects of life with greater openness. 
Therefore, through posing a provocative counter-emphasis to the Victorian 
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orthodoxies, he can realize the most buried aspect of himself and thereby, find 
increasing scope to assert his free individuality. 
In addition, by using his superficially unspoiled exterior as a protective buffer, 
Dorian can enjoy a complete sexual freedom, even to the extent of engaging himself 
in a same-sex love. Although homosexuality is not an uncommon practice in 
Victorian England, it is widely condemned as a disease, a vice or even a criminal act. 
On the social level, it is treated with contempt especially when it becomes a scandal. 
In the legal sphere, it is even more strictly prohibited. As Stephen Arata notes in 
Fictions of Loss in the Victorian fin de siecle (1996)，homosexual acts, private or 
public, are outlawed by the 1885 Criminal Law Amendment Act (56). Taking place 
in late Victorian England, The Picture of Dorian Gray probably has its setting in a 
social environment similar to that of Wilde, and Dorian certainly experiences similar 
pressure that his author has. However, with an aesthetic double to bear the traces of 
degradation, Dorian can increasingly devote himself to what Lord Alfred Douglas 
calls the love that dares not speak its name. In fact, to recognize same-sex love is to 
promote personal expression. Therefore, by transgressing the common sexual 
practice, Dorian has already moved a great leap forward to his exercise of free will. 
Most significantly, perhaps, through engaging in the controversial sex, he can also 
validate the superiority of personal freedom to ethical obligation. Since sexual 
freedom is often the first step in liberation, Dorian's ability to spurn the long 
established codes can lead him to the "ever deepest self-knowledge" (198). 
Unrestrained Freedom as a Destructive Force 
With his life transformed into an art, a state outside the realm of morality, 
Dorian's revolutionary acts may at first represent the highest expressions of human 
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freedom. However, by searching for pleasure even to the exclusion of all moral 
responsibility, he conversely turns his free will into a source of enormous corruption. 
Throughout the novel, there is a widespread belief that goodness will manifest itself in 
the form of outward beauty while vice will bring disfiguration to the body. This 
premise also coincides with Basil's saying that "sin is a thing that writes itself across a 
man's face. It cannot be concealed ... If a wretched a man has a vice, it shows itself 
in the lines of is mouth, the droop of his eyelids, the moulding of his hands even" 
(122-3). No one seems to have the ability to survive this rule, but Dorian. No matter 
how evil he turns out to be, his wickedness is not registered by his figure, even if his 
aesthetic double becomes ever more repulsive. In fact, it is also because of his 
privileged position that he surrenders himself to a sinful life. With the knowledge that 
he can do everything without being punished, he descends to "London's nocturnal 
underworld, with its grisly prostitutes, its drunken brawls before the doors of 
degraded dockland taverns，，?. Immune from the ugliness brought along by his 
misdeeds, he craves for opium and goes to different dens of horror. All his acts 
certainly have subverted the Victorian orthodoxy that advocates restraint of pleasure 
and social propriety. More importantly, however, although Dorian succeeds in 
pursuing "id-driven desires for sensual gratification", he progresses to a total ethical 
corruption . Like Hyde who is deadly monstrous in his pursuit of pleasure, Dorian 
also embodies within himself the most unrestrained capacity to reject morality in 
favor of sensuality. Incapable of self-discipline, he ultimately spoils his life and 
becomes a man “whom no pure-minded girl should be allowed to know and whom no 
chaste woman should sit in the same room with" (123). • 
7 Roditi, Edouard. "Fiction as Allegory. The Picture of Dorian Gra/，(1947). 51. 
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Motivated by will, impulse and appetite, Dorian becomes so completely egotistic 
that he does not mind ruining other people's reputations, corrupting their lives or even 
causing their death. With the existence of the portrait, Dorian does have more 
freedom to "eschew morality in favor of pleasurable experience" (Womack, 174). 
However, without being punished in the way that he would normally be, he 
monstrously exercises his free will at the expense of others. In fact, Gillespie's 
discussion of Dorian's degradation also follows a similar argument: "Of cause, 
because his body does not suffer the physical ravages such a life would inflict on 
others, there seems to be no material reason for him to resist the temptation to indulge 
in even greater excesses" (51). Dorian's commitment to extreme behavior is made 
explicit when he victimizes all those around him like Basil and Campbell, with the 
former murdered and the latter a suicide. With little, if any, humanity, he kills Basil 
because he cannot bear his accusation for his depravity. At the height of anger, he 
stabs the painter and it is his brutal violence that terrifies: 
Dorian Gray glanced at the picture, and suddenly an uncontrollable 
feeling of hatred for Basil Hallward came over him ... The mad 
passions of a hunted animal stirred within him and he loathed the 
man who was seated at the table ... he rushed at him, and dug the 
knife into the great vein that is behind the ear, crushing the man's 
head down on the table, and stabbing again and again. (129-130) 
As Levy comments, Dorian is a transgressor who "challenge[s], if not destroy[s] 
values sacred to the bourgeoisie (130). However, in addition to simply ignoring the 
Victorian stigma that may limit his personal freedom, Dorian is much more sinflil. He 
has committed a murder, which is a crime intolerable even to his aristocratic 
and and the Late-Victorian Gothic in The Picture of Dorian Gray" (2000). 171. 
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community of aesthetic dandies. Being so monstrous at the end, he is indeed a 
despicable criminal who breaks out of the acceptable pattern of behavior that a human 
being should have. 
To conclude, granted that the double will bear all burdens, Dorian, like Jekyll, 
advocates an absolute freedom without regard to consequence and such behavior is 
certainly the high road to personal destruction. Ridden by an ambition to be 
completely free, he "engages a protracted life of crime and corrosive sensuality", 
which is in direct conflict with the Victorian ethics (Womack, 176). Apparently, the 
portrait may have a liberating effect on Dorian because it is only through the aesthetic 
double that he can escape the marks of hideousness and "overstep the bounds . . . o f 
the socially acceptable" (Shewan, 130). However, as a matter of fact, the portrait 
itself is the most prominent reproof to his misdeed. Serving as a visual expression of 
Dorian's psychic truth and spiritual verity, its every alteration is a result of his moral 
degradation. The extreme hideousness it displays finally becomes a mockery to its 
subject and the destruction of the painting can serve as an evidence of the unbearable 
tension he feels. Although Dorian spends almost his whole life struggling against 
restraint and he does subvert the Victorian orthodoxy, the greatest obstacle to his 
freedom is ironically he himself, to be more precise, the projected self manifested by 
the portrait. He may deceive others into believing his virtuousness by putting a mask 
upon his dishonorable delinquency. However, he can never blind himself from the 
fact that he has fallen lower than any human individual. 
76 
Chapter Three 
Jekyll and Dorian; Impossible Mission to Achieve an Unrestrained 
Freedom and Escape Social Conditioning 
In Stevenson's The Strange Case of Dr Jekyll and Mr Hyde and Wilde's The 
Picture of Dorian Gray, both Jekyll and Dorian react against the Victorian orthodoxy by 
forming a double to pursue an unrestrained freedom. In Jekyll's case, he splits himself 
off physically into Hyde so that he can unleash his suppressed impulses in the form of 
another person. With the double to do evil for him, he can taste the forbidden pleasure 
and subvert the moralistic codes he publicly professes. In Dorian's case, he sells his 
soul in exchange for perpetual beauty, leaving Basil's portrait old and hideous instead. 
With all the undesirable consequences borne by his aesthetic double, he can further 
assert his persona as an aesthetic dandy and lead a decadent life. Although Jekyll and 
Dorian are raised in different communal contexts, they share a common goal to value 
space of the self and the worth of the individual. With the help of the doubles, they not 
only liberate the most spontaneous aspect of their character, but also set in against the 
Victorian orthodoxy that preaches the importance of the public realm and demands 
propriety. On the surface, Jekyll and Dorian are subversive in the sense that they have 
taken some radical means to overrule the traditional Victorian ethos. Ridden by the 
ambition to revolt against the Victorian orthodoxy, they refuse to submit personal desires 
to those of the consensus. However, the question is, can Jekyll and Dorian really turn 
away completely from the social orthodoxy? Is it really possible for them to exercise 
their free wills without restraints? In the previous chapters, I have investigated the two 
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texts individually, showing that both Jekyll and Dorian aspire to repudiate some 
conventional Victorian ideologies. In this chapter, I will go one step further to explore 
the texts side by side. The first part of this chapter reasserts Jekyll's and Dorian's 
ambition to challenge against the social confinement and the second part highlights their 
failure to be completely free from social influence. In fact, even if they put themselves 
forth as rebels against restraints, they remain largely bounded by the social matrix; also 
their ultimate death gives full expression to the tremendous impact of society on human 
individuals. 
Social Confinement and its Impact on Jekyll and Dorian 
In The Strange Case of Dr Jekyll and Mr Hyde, Jekyll is a typical upper-middle 
class Victorian whose socially governed mentality is more of a burden than a blessing. 
As J. B. Bullen states in Writing and Victorianism, Victorian England is marked by 
"repression in morals" and "conformism in behaviors" (7). Among different social 
groups, the middle class found proper etiquette particularly important. It emphatically 
required a reputation and that usually rested on conformity to a code of behavior. As a 
man of honor, Jekyll also leams the attitudes, values and behaviors appropriate within his 
social context. For example, he tries to behave with a morality of constraint in public. 
In addition, he also adjusts himself and adapts "a persona crafted to advance him 
professionally" (99). On the one hand, Jekyll's public self-identity has provided him the 
admiration he earnestly pursues. On the other hand, his prestige also becomes the 
greatest obstacle to his exercise of free will. According to David Punter in The 
Literature of Terror: A History of Gothic Fictions from 1765 to the Present Day (1996)， 
Jekyll is very much "a victim of the bourgeois respectability" (163). In fact, even Jekyll 
himself confesses that he experiences much pressure brought by the strict Victorian 
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moral codes. According to him, "the hard law of life" is "one of the most plentiful 
springs of distress" (81). While submitting himself to a rationality imposed on him from 
outside, Jekyll finds that he cannot fully gratify his sexual desire. Even if he can have 
sex as easily as any man can, his identification with the Victorian moral idealism makes 
him unusually ashamed of his primitive impulses. Since the societal constructs rely on 
social members' abilities to function within a narrowly defined set of rules, Jekyll is 
trained to submit his personal interest to the static values necessary to prevent social 
disintegration. Enthralled by a morality of constraint, his life of respectability is, to a 
large extent, constructed on the basis of socially instilled self-restraint and even worse, 
self-denial. 
Unlike Jekyll who takes pains to conform, Dorian, an aesthetic dandy, is less 
committed to the conventional social teaching, yet from time to time, he also sees 
himself as a social victim of the "harsh, uncomely puritanism" (107). Throughout the 
course of his life, Dorian aspires to be an aesthetic dandy. Taking distinction for his 
principle and sharing Henry Wotton's contempt for orthodoxy, he overturns the Victorian 
moral convention and leads a life of sensual pleasure. Not only does he let his impulse 
rule his life, he also indulges himself in same-sex love. Although aesthetes and dandies 
generally do not condemn homosexuality, they are too conditioned by the Victorian 
ethics to accept it fully. Therefore, once Dorian makes his homosexual love a public 
scandal, he experiences social deprivation and mass rejection: 
When he was brought by a friend into the smoking -room of the 
Churchill, the Duke of Berwick and another gentleman got up in a 
marked manner and went out ... men would whisper to each other in 
comers, or pass him with a sneer, or look at him with cold searching 
eyes, as though they were determined to discover his secret. (116) 
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As suggested by Dorian, the Victorian society is oppressive in the sense that it sets 
standards of what is acceptable and what is not, of what will be treated as a crime and 
what will not. Personal freedom in the area of sexual practice is tightly controlled, as are 
all other freedoms: "It appeared to Dorian Gray that the true nature of the senses has 
never been understood, and that they had remained savage and animal merely because 
the world had sought to starve them into submission or to kill them by pain" (106). In 
fact, no matter how amoral Dorian claims himself to be, he is not altogether unfeeling to 
the social denunciation. Being marginalized by the respectable society, he is indeed a 
victim who suffers from the social value of propriety and normality. 
Experiencing the social orthodoxy as a confinement, Jekyll and Dorian, with the 
help of their doubles, commit excessively aggressive behaviors to strengthen their 
personal freedom. In The Strange Case of Dr Jekyll and Mr Hyde, Jekyll removes 
himself from the oppressive puritan morality by using Hyde to seek sexual pleasure. 
According to Michael Mason in The Making of Victorian Sexuality (1994), 'Victorian' 
conveys the idea of "moral restrictiveness, a restrictiveness which necessarily and even 
primarily applies to sex" (3). Although there was a discrepancy between the theory and 
the practice of sexual moralism during the Victorian era, doctrines of sexual restraint 
were still greatly enforced. Being the victim of a huge conspiracy, Jekyll also needs to 
repress his innate impulse and accommodate himself to the social rules. The inner 
disharmony caused by such enforced suppression, however, conversely motivates him to 
gratify his libidinous drive by means of other deviant behavior. As Valdine Clemens 
observes in The Return of the Repressed: Gothic Horror from the Castle of Otranto to 
Alien (1999), Jekyll's "repressed sexuality erupts in sadism and brutality" (129). Punter 
even goes further and points out the strong correlation between Jekyll's socially instilled 
sexual repression and his double's antisocial, aggressive and even violent activities: "It is 
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repression which has produced the Hyde personality" (164). 
Having long been repressed, Jekyll's sexual desire becomes savage lust in Hyde. In 
the form of Hyde, he frees himself from social sanction and achieves a sexual 
emancipation. With Jekyll's body as a refuge, the double is also very faithful to his role 
as an unrestrained brute, abusing even a girl of "maybe eight or ten" (31). In fact, this 
incident of seducing a young girl is significant because it emphasizes the extent to which 
Jekyll needs an outlet for his sexual appetite. Most importantly, it also reveals Jekyll's 
hidden aggression to transgress the social limits. If sexual domination and erotic 
stimulation are what Jekyll needs, Hyde can simply pay a visit to prostitutes, which is 
indeed a practice "publicly condemned but tacitly tolerated" (Clemens, 128). However, 
instead of doing so, the double assaults an innocent girl, victimizing a child who does not 
even have the ability to protect herself. Rape itself is already a serious offense, and the 
selection of a defenseless victim makes the crime even more repulsive. Representing not 
only Jekyll's personal aspiration for unrestrained freedom, but also the repressed 
sexuality of the straitlaced Victorian society, Hyde's thrilling act of transgression can 
actually serve as a warning against improper social oppression concerning sexual desire. 
Like Jekyll who fights against the tyranny of conformity by splitting himself into 
Hyde, Dorian, with the mechanism of the magical portrait, also feels free to subvert the 
society's carefully constructed behavioral tenets. As Michael Patrick Gillespie mentions 
in The Picture of Dorian Gray: "What the World Thinks Me" (1995)，the portrait is 
influential to the self-construction of Dorian because it has exerted a "liberating" effect 
on the young lad (51). Although it cannot physically do for him what Hyde does for 
Jekyll, it grows old for him and lets him "keep the unsullied splendour of eternal youth" 
(181). Serving as an aesthetic double that will "bear the burden of his days", it permits 
him to prioritize his emotional and physical needs under a protective mask of unchanged 
81 
appearance (181). Initially, Dorian leads a life of vice and pleasure mainly because he 
wants to tap into his deepest passions. "Filled with a wild desire to know everything 
about life", he visits the English underworld, engages in private sensory adventure, 
establishes intimate relationship with young men and forms a habit of opium-indulgence, 
all of which actually intensify his feeling of excitement (39). However, when a rigid 
code of conduct breaks down, it breaks down completely and results in total 
demoralization. That is what has happened to Dorian. With a double to bear “the 
burden that should have been his own", he is left completely without moral bearings 
(115). Protected from any stain of hideousness, he can fully react against the Victorian 
principle of moral excellence. In the novel, Dorian's degradation is made explicit when 
he seeks beauty in evil: "There were moments when he looked on evil simply as a mode 
through which he could realize his conception of the beautiful" (120). Worse still, his 
disregard for Victorian orthodoxy has set into motion a progression of destructive 
behavior that intensifies itself in criminality. For Dorian, breaking rules and committing 
crimes may not be the ultimate goal of life, but they are certainly important parts of 
struggles over social bondage. As indicated by the narrator, his "pride of individualism" 
is "half the fascination of sin" (115). With an excessive preoccupation with self, he ends 
up appearing as egoistic and corruptive in the extreme. 
In their obsessive quest to be unrestrained, Jekyll and Dorian even commit hatred-
inspired murders, with their homicidal rage projected onto men who symbolically 
represent the conventional social standards. Seeing Hyde as a double of Jekyll, we can 
interpret his destructive murder of Sir Danvers Carew as Jekyll's spontaneous act to 
destroy the established social order. In the novel, the greatest crime Hyde commits is his 
violent murder of Carew. Apparently, there is no reason for him to strangle the "aged 
beautiful gentleman" and his physical violence against so decent a man seems to be 
82 
rather unmotivated (46). However, as John Herdman says in The Double in Nineteenth-
century Fiction: The Shadow Life (1991), Hyde's murder is actually provoked by his 
inexplicable hatred towards those with goodwill: "[Hyde's] malice is directed against all 
that is good precisely and solely because it is good, because the good is his natural foe" 
(134). In fact, Carew is more than just good. He is a man of honor who is "high in 
public estimation" (91). Being a member of Parliament, he is defined by a form of 
excellence, often the sort of claim to superiority that entitles outstanding individuals to 
rule over others. Although Hyde may know nothing about Carew, Jekyll certainly does. 
Therefore, while Hyde is inflicting extensive injuries on the victim, he is just acting out 
another aspect of Jekyll's suppressed personality. In this regard, the double serves no 
more than a physical expression of his subject's impulse and he functions very much as a 
tool through which his subject can do the impossible without restraint. As confessed by 
Jekyll himself, he does partake in the sadistic pleasure of tormenting the oppressively 
moral and puritanically rational gentleman: "Instantly the spirit of hell awoke in me and 
raged. With a transport of glee，I mauled the unresisting body, tasting delight from every 
blow" (90). Certainly, what Jekyll / Hyde dislikes is not the victim himself, but the 
value, the virtue and the respectability manifested by the man of excellence. Given his 
high social status, Carew is indeed a perfect symbol of Victorian propriety, and it is his 
representativeness that makes him a man with symbolic meaning for the killer. 
Like Hyde who shrugs off a cold-blooded murder, Dorian also slaughters Basil who 
serves as a symbolic figure with moral significance. In the novel, the magical portrait 
not only provides Dorian a chance to realize the full potential latent in him, but also a 
fertile ground in which the seeds of his own egotism have room to germinate. In a 
moment of madness and anger, he commits a horrific act of violence and stabs Basil to 
death. According to Dorian, he kills Basil because he takes offense at the painter's 
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severe accusation against his moral degradation. Insisting that Basil deserves the 
punishment, he shockingly defends himself as a passive victim of the dead man's fault: 
"The man who had painted the portrait that was the origin of all his shame was to be 
burdened for the rest of his life with the hideous memory of what he had done" (125). 
Although Dorian tries very hard to rationalize his killing of Basil, his act is more than 
just a crime of pride and hatred. On a symbolic level, it represents an individual's 
rebellion against the morality because the victim whom he kills is no one else, but the 
chief moralist in the novel. As Stephen Arata indicates in Fictions of Loss in the 
Victorian fin de siecle (1996), Basil is "the novel's principal spokesman for conventional 
morality" (64). Sheldon W. Liebman, in "Character Design in The Picture of Dorian 
Gray\ explores even more fully the moral position of the painter (296). According to 
him, Basil's benevolence is rooted in his belief that "the universe is a moral order in 
which God (or at least Fate) punishes evil and rewards good: that the self is (or can be) 
unitary and autonomous; and that art as well as human conduct in general can (and 
should) be guided by a moral code in which sympathy and compassion are primary 
values" (298). In The Picture of Dorian Gray, morality is often characterized by 
ambiguity and Basil is one such identifiable figure who can objectify the abstract idea in 
a specific form of behavior. Certainly, Basil does not represent a kind of Victorian 
morality that is stem and demanding. Nevertheless, he is virtuous to uphold good deeds 
and condemn evil. With a rational standard of value, he feels sympathy for Dorian and 
constantly gives him "good advice" (46). In addition to telling the young lad to ignore 
Henry's cynicism, he also asks him to repent for his exaggerated vanity. Basil may not 
be a perfect role model for the whole society, but he is certainly a guiding ethical light 
for the proud Dorian. Therefore, while Dorian kills so earnest a friend, he not only kills 
his own sensibility to morality, but also denies the moral principles that Basil represents. 
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The Impossibility to be Completely Free from the Social Influence 
In The Strange Case ofDr Jekyll and Mr Hyde and The Picture of Dorian Gray, 
Jekyll and Dorian, motivated by their deepest aspiration to be free, do commit excessive 
acts to overcome the social oppression and assert the will respectively. In Stevenson's 
novel, the image of unrestrained freedom is figured into Hyde and it is only through the 
double that Jekyll is able to counterpoise the Victorian social stricture. In Wilde's novel, 
the portrait serves as a vehicle through which Dorian can further escape standardization 
and thereby exploit his freedom as an aesthetic dandy. As Nancy Jane Tyson notes in 
"Caliban in a Glass: Autoscopic Vision in The Picture of Dorian Gray' (1999), Dorian 
can "proceed on the course of conscienceless self-indulgence" simply because the 
portrait has “freed" him to do so (104), Certainly, Jekyll and Dorian are filled with an 
ambition to set themselves above the ethical bases of the Victorian civilization. 
However, their creation of the double does not entail their success to be completely free. 
Throughout the novels, the revolutionary spirit they exhibit is no more than superficial. 
From time to time, they experience a rebellion within themselves when they break the 
social laws. With their mind so conditioned by the Victorian orthodoxy, they both fail at 
the end because they have developed a mental defense against their transgression. 
Although both Jekyll and Dorian have initiated some radical actions against the 
prevalent norms, their revolutionary spirit is more apparent than real because they are 
too timid to disclose their hideous doubles and their act of concealment just suggests a 
form of defensive conformity. Superficially, Jekyll's creation of Hyde is a breakthrough, 
yet his aspiration to conceal the double marks his failure to leave behind the influences 
and practices of his society. As Sally Mitchell points out in Daily Life in Victorian 
England (1996), respectability was a key "Victorian watchword". Especially among the 
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middle class, being respectable was a significant way to maintain "self-respect" and 
“public reputation" (Mitchell, 262). Like the other Victorian men, Jekyll also leams 
from the social teaching that he must hide his private nature and pretend to be blameless. 
Hence, even if he regards his double as his most authentic part, he refuses to let anybody 
know that so brutal a monster is actually an extension of his "original evil" (84). In the 
presence of others, he adjusts his public self in such a way as to appear respectable. 
Harboring Hyde behind his decent appearance, he can even save himself from the 
possible disgrace that he may otherwise suffer. Although it is inappropriate for us to 
dismiss Jekyll's self-discipline merely as a manipulative act, his decent looking exterior 
does make people not suspect his communion with Hyde. Subjected to the threat of 
capture, exposure, punishment and humiliation, he denies his uncivilized double, the 
"lower elements in [his soul] (83). What he can do is to simply keep the brute from 
public disclosure, and hide the fact that he and Hyde are the two halves of a single 
person. In the novel, Hyde represents the most spontaneous figure who seems to be 
unbounded by rules. However, he is indeed the one being most greatly repressed and 
exploited. He is rejected not only by the Victorian society as a whole, but also by his 
own master who strives to maintain an outward moral decorum. With his mind "defined 
by the cultivation and the moral constraints that mark the ‘civilized’ Victorian", Jekyll is 
too conditioned to break the social bondage with openness (Clemens, 138). In fact, it is 
his socially bounded mentality that prohibits him from being truly free. 
Dorian also finds himself far too unable to disclose the hideous portrait because 
such revelation will disillusion the public from the perfect body image he strives to 
maintain at all costs. In the novel, Dorian has devoted considerable effort to prevent his 
aesthetic double from disclosure. In addition to keeping it in a locked attic secured with 
"elaborate bars", he also covers it with "a purple-and-gold pall" (115). Filled with terror 
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of its exposure, he becomes so nervous that even a temporary separation with it will rob 
him of security: "[The portrait] had kept him awake at night. When he had been away, 
he had been filled with terror lest other eyes should look upon it" (183). To a large 
extent, Dorian's anxiety stems from his very inability to expose who he really is. As 
Lloyd notes, Dorian's youthful body is just a deceptive and misleading image: "His body 
is a form of the falsifying word ... creating a frozen reality to conceal the ongoing 
depravity that marks the hidden representation" (156). Manifesting the ideal of physical 
perfection, Dorian's body not only justifies his admittance to the aesthetic community, 
but also consolidates his widespread popularity among his acquaintances. People who 
have heard of his scandalous rumors, for example, cannot "believe anything to his 
dishonour" when they see "the purity of his face" (104). Similarly, caught by the 
illusion, even the penetrating artist Basil says, "Dorian, with your pure, bright, innocent 
face, and your marvelous untroubled youth - 1 can't believe anything against you (123). 
If Dorian's false body image creates the greatest illusion in the novel, the dreadful truth 
reflected by the hideous portrait would probably serve as the greatest criticism of that 
illusion. Bearing all the corporeal marks, the aesthetic double fully signifies the ruin of 
Dorian's body and soul. In order to sustain the idealized self-image and gain the security 
of social connectedness, Dorian has to hide the hideous portrait, which is not only a 
severe charge demonstrating his moral degradation, but also a prominent evidence of his 
physical decay. Such concealment, however, has already suggested the most 
unnoticeable form of self-denial. Although Dorian tries very hard to go against the 
Victorian orthodoxies and justify his action by appealing to a higher standard, he cannot 
afford to ignore other people's opinion of him because social validation is his primal 
source of self-esteem. Without the courage to reveal his hideous portrait, which is also 
the most vivid representation of his corruptive nature, he is indeed nothing more than a 
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submissive product of society. 
Jekyll's and Dorian's concealment is just one act showing their sensitivity to what is 
'normally' intolerable by the Victorian society. They proceed more in conformity with 
the social standards by condemning their doubles as wicked and evil. Although Jekyll is 
the creator of Hyde, his superimposed social knowledge also trains him to be the chief 
denouncer of his creation. As Richard D. Altick notes in Victorian People and Ideas: A 
Companion for the Modern Reader of Victorian Literature, the middle class Victorian 
men constantly regarded themselves as "the moral heart[s]" of the society" (29). To 
emphasize their excellence, they put high value upon such qualities as self-control, 
frugality and uprightness. In the novel, the same code of morality to which the middle 
class follows is employed by Jekyll in relation to Hyde's misdeeds. Haunted by a sense 
of righteousness, Jekyll cannot help condemning his double for his wickedness and 
inhumanity. According to him, "the complete moral insensibility and insensate readiness 
to evil" are the two "leading characters of Edward Hyde" (90). The judicial voice, here， 
clearly shows that Jekyll has conformed to the valuation of Hyde as a brute and a 
criminal. There is no denying that Hyde lacks the social conscience that, for many, 
defines humanity. It is also true that he is a human predator, a cannibal in a figurative 
sense and should be rejected according to the legal rules. However, the so-called 
"human Juggernaut" is, in fact, an alter ego splitting off from Jekyll's suppressed 
impulses (37). While other people may be justified in condemning Hyde because of 
Hyde's evil deeds, Jekyll, who knows Hyde's origin, should be more understanding of 
the creature. Yet, he is also haunted by the socialized morality to see his double as a 
villain. When he denounces his own creation, he actually puts himself as a supreme 
being whose righteousness legitimizes him to condemn and reject an outcast. At the 
beginning, Jekyll attempts to release desire from social constraint by creating Hyde to 
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achieve a liberty denied to him. However, once Hyde is overly reactive to infringements 
upon individuality, Jekyll finds his double intolerable because what Hyde does has 
already exceeded the moral framework on which Jekyll develops his upstanding nature. 
Like the rest of his society, he conforms to the conventional practice and denounces 
Hyde as a social criminal. His rejection of Hyde is connected to a deep sense of self-
denial. Yet, it also functions as a reinforcement of the traditional social values. 
In a similar fashion, Dorian's conformity to the Victorian orthodoxy is all too 
evident when he renounces himself as a sinner and his disturbing portrait as a 
representation of his criminality. Initially, Dorian's egotism breeds in him an inflated 
sense of entitlement that is disruptive to the Victorian society. Granted that the portrait 
would bear the consequences of his actions and misdeeds, he is quite at ease to challenge 
the Victorian orthodoxy and seize every moment for self-gratification. Although Dorian 
does take pride to outgrow the need to rigidly conform, he does sometimes feel uneasy 
for his transgression. Like the vast majority of the Victorian society, he is trained to see 
rebellion and subversion as crimes. With feelings of extreme dread and terror, he comes 
to accept the social standard by condemning himself as a sinner and reducing the 
magical portrait into nothing but a "monstrous and loathsome thing" (87). Weary and 
disgusted with his degenerating life, he forms an attitude of self-revulsion. The beauty 
and youth that he has once loved are now dismissed as “a mask" and "a mockery" 
respectively (181). The portrait that has once been so fascinating to him is now only 
condemned as "bestial, sodden and unclean" (100). All these negative judgments made 
by Dorian help to foster the self-denial that has always been embodied within the 
Victorian moral culture. Therefore, while Dorian is articulating this critique against 
himself and his portrait, he is indeed upholding "the very ethos he claims to repudiate" 
(Arata, 63). In fact, it is his internalized social values which determine what he is to 
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consider as crime and his self-denunciation is very much an extension of such 
knowledge. 
In addition to following the conventional path to condemn the doubles, Jekyll and 
Dorian also detach themselves from their alter egos by means of rhetorical distancing 
and self-objectification respectively. Jekyll's disassociation of Hyde is made explicit 
when he wittily uses different exclusive pronouns to create a distancing effect. As Peter 
K. Garrett comments in "Cries and Voices: Reading Jekyll and Hyde" (1988)，"the 
shifting relations between Jekyll and Hyde are played out in terms of grammatical and 
narrative positions, the permutations of ‘I，’，"he," and "it" (63). In the novel, Jekyll tries 
to separate himself from Hyde by addressing the double as 'the other' rather than part of 
himself. "He, I say - I cannot say 1." Jekyll stresses, "That child of Hell had nothing 
human; nothing lived in him but fear and hatred" (94). Obviously, such differentiation 
between ‘he，and T suggests a sense of segregation rather than a sense of closeness. By 
using the third person pronoun, Jekyll can emphasize that a decent gentleman like him is 
not the same person as Hyde. Even worse, Jekyll sometimes sees Hyde as less a person 
than a thing by using ‘it’ as a reference to the double. The use of ‘it，，here, further 
signifies their lack of connectedness because it emphasizes the extent to which the 
double is dehumanized. By referring to Hyde as ‘he，or even ‘it，，Jekyll not only asserts 
his independence of his double, but also expresses an attitude of disengagement. 
Regardless of the fact that Hyde is just a physical embodiment of his hidden self, he 
refuses identification with his double. In order to convince himself of his well being, he 
repeatedly points out that it is the double, not him, who physically commits crimes: "It 
was Hyde, after all, and Hyde alone, that was guilty" (87). Through shifting the blame 
and responsibility on another, even if that other is within, Jekyll can increasingly detach 
himself from his double. Even more important than this, he can also justify his 
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respectable position within his society. 
Unlike Jekyll who achieves self-distancing by the strategic use of pronouns, Dorian 
denies his affinity to the portrait by treating the aesthetic double as an object of 
experiment. Although Dorian dwells visually on the pictorial representation of his sins, 
he strives to maintain a detached attitude toward the portrait itself. Treating his double 
as an experimental object, he sometimes commits crimes in order to see the effect he 
would bring upon his aesthetic double. For Dorian, "The very sharpness of the contrast 
[between him and the picture] used to quicken his sense of pleasure" (105). While he is 
growing "more and more enamoured of his own beauty", he also becomes "more and 
more interested in the corruption of his own soul" (105). In fact, Dorian is able to 
conduct a personalized experiment on the magical portrait simply because he has 
distanced himself from it. Following Henry's idea that "to become a spectator of one's 
own life ... is to escape from suffering", he assumes the role of a spectator while 
examining the painting's disfiguration (90). Because of this self-distancing, he can 
increasingly prevent his self-inflicted recreational injuries, taking credit for the success 
while denying the blame for his crimes. Throughout the novel, Dorian repeatedly 
asserts his dissociation from the portrait in a dispassionate manner: "What did it matter 
what happened to the coloured image on the canvas? He would be safe. That was 
everything" (87). "Why should he watch the hideous corruption of his soul? He kept his 
youth — that was enough" (100). Unwilling to suffer from the consequence of his 
misdeed both physically and psychologically, he distances himself from the bodily decay 
and the moral degeneration represented by the portrait, as if it were truly a separate entity 
that he does not associate with himself. Remaining young and beautiful as ever, he can 
secure a privileged position within his aesthetic community. Escaping the social 
detection of his crime from his body, he does not mind ruining the portrait to fulfill his 
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psychological excitement, even if it is an extension of his soul. 
Despite Jekyll's and Dorian's effort to escape by claiming their independence of 
their doubles, they cannot truly relieve themselves of responsibility because their 
socialized consciences have motivated them to feel guilty of their misconduct. In The 
Strange Case of Dr Jekyll and Mr Hyde, Jekyll cannot truly escape the blame of his 
conscience, which is partly an acquired faculty, a product of social conditioning. 
Learning from the social teaching the right way to behave, Jekyll cannot set his heart at 
rest when he violates the social codes in the form of Hyde. Therefore, even though the 
double can offer him the pleasure and freedom he cannot normally have, his 
transgression also brings to his subject an immense feeling of torment. Such disturbing 
feeling ranges from simple uneasiness to agonizing pain. Sometimes, his sense of guilt 
becomes so strong that it even tyrannizes over him and motivates him to say, "I swear to 
God I will never set eyes on him again ... I am done with him in this world. It is all at 
an end" (52). Guilt, here, can be something that he feels as a result of his private 
reflections about what he has done and how his acts may violate his personal standards. 
Yet, on a closer look, Jekyll's guilt also emerges as heavily social because conscience is 
very much a result of conditioning by rewards and punishments. For example, when the 
society's demands are met, Jekyll is rewarded for his compliance, "surrounded by friends 
and cherishing honest hopes" (90). However, if he violates the standards of goodness, he 
will probably become "despised and friendless" (89). Falling under the influence of 
social rules, Jekyll not only learns to refrain from undesirable behaviors, but also 
assimilates the social values as his own sustaining principles. In this way, what his 
conscience tells him is actually what his society has trained it to tell him, and his heavy 
weight of guilt is also a set of conditioned responses after all. 
Dorian's compliance with the Victorian moral codes is evident when he sees the 
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portrait as a reflection of his conscience, which is indeed very much the result of social 
attribution. According to Wilde, The Picture of Dorian Gray is indeed a "Story of a 
Soul". Through the portrait, readers can easily trace the psychological and emotional 
development in Dorian's nature. On the one hand, its grotesqueness serves as a vivid 
indication of Dorian's degeneration because its alteration worsens when he commits sins 
or violates social rules. On the other hand, its disfiguration also emphasizes the extent to 
which he is obsessed by his sense of guilt. More than one time, Dorian claims that the 
portrait represents "the visible emblem of conscience" (75). Telling the secret of his 
soul, it changes not just because he has done something morally intolerable, but also 
because he somehow feels guilty of what he has done. In the novel, Dorian is 
"increasingly disturbed by doubts about his moral freedom and stung by the pangs of a 
conscience that will not die" (Liebman, 297). His experience of guilt can often be 
expressed as a remark like this: 
What sort of life would his be if, day and night, shadows of his crime 
were to peer at him from silent comers, to mock him from secret 
places, to whisper in his ear as he sat at the feast, to wake him with icy 
fingers as he lay asleep. As the thought crept through his brain, he 
grew pale with terror ... Out of the black cave of Time, terrible and 
swathed in scarlet, rose the image of his sin. (165) 
As Ellie Ragland - Sullivan remarks in "The Phenomenon of Aging in Oscar 
Wilde's Picture of Dorian Gray: A Lacanian View" (1986)，Dorian suffers because he 
cannot "sustain his own narcissistic ideal image in light of the harsh judgments meted 
out by the social order. The picture becomes the ultimate proof that outer voices find an 
inner resonance within Dorian himself (118). Although Dorian tries to live as an 
antinomian rejecting all rules, laws, and principles regarding morality, he nonetheless 
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fails to escape the blame of his conscience, which is rather conventional in its belief that 
rigid conformity is correct and disobedience is all wrong. The more he commits sins, the 
more he is haunted by pangs of guilt and the more he is obsessed with his self-hatred, 
which, in turn, intensifies the hideousness of his aesthetic double. In this way, the 
portrait functions as more than just an objective record or "a diary" of Dorian's sin (126). 
Manifesting Dorian's "sensibilities with an awareness of guilt and shame", it is indeed a 
subjective revelation of his self-judgment against himself (Gillespie, 51). 
Jekyll's and Dorian's subsequent return to a spirit of repentance not only 
emphasizes the heavy weight of guilt that burdens them, but also verifies their 
internalization of the social codes as an integral part of their values. In the novel, 
Jekyll's freedom in the form of Hyde has to do with his ability to express himself against 
all constraints and conventions. Yet, his feeling of guilt is also derived directly from the 
very rebellious, if not, evil nature of the unrestrained freedom. Whenever his double has 
committed crimes, he constantly repents of his surrender to the tempting stimulus. The 
death of Carew, in particular, makes him more fully convinced than ever of his necessity 
to go back to the right track. Obsessed by an infinite regret, he indicates, “I resolved in 
my future conduct to redeem the past ... I laboured to relieve suffering" (92). His 
statement of resentment, here, fully exposes his feeling of distress as well as the intensity 
of that emotion. What drives him to repent may be his own conscience. However, the 
so-called moral law within is nevertheless an obligatory conditioning because the society 
has put inside him its own ideas and they function very much as his conscience. Since 
ideology imposed from outside is constantly internalized as 'the truth', Jekyll's 
repentance can actually be taken as a result of his absorption of the social codes. 
In a similar fashion, Dorian is sometimes so overwhelmed by his sense of guilt that 
he is driven to repent for his wrongdoing, transgression and crime. Although Dorian 
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appears to be unconfined by any social and moral rules, he is not so amoral as he claims 
himself to be. According to Tyson, Dorian is constantly haunted by the burden of guilt 
that wars "in the depths of his being with his compulsion to follow Lord Henry's lavish 
and insouciant approach to life" (107). Especially after his cruel rejection of Sibyl, he is 
filled with repentance for his cruelty: 
For every sin that he committed a stain would fleck and wreck its 
fairness. But he would not sin. The picture, changed or unchanged, 
would be to him the visible emblem of conscience. He would resist 
temptation. He would not see Lord Henry any more . . .He would go 
back to Sibyl Vane, make her amends, marry her, try to love her. (75) 
Responding in shame, bitterness and depression, Dorian is remorseful about his deadly 
indifference to Sibyl. His self-loathing, though a temporary one, is "generated by a 
lingering sense of traditional moral obligation" (Gillespie, 66). Throughout the novel, 
Dorian inclines to repent and "return to the more restrictive regime of conventional 
Victorian principles" (Gillespie, 70). Shortly after the death of James Vane, the brother 
of Sibyl, he explicitly states that he wants to go to the right track: "I have done too may 
dreadful things in my life." He stresses, “I am not going to do any more" (209). When 
Dorian claims that he wants to be better, he clearly has a conception in his mind of right 
and wrong. Beginning as a revolutionist who strives to ignore social norms, Dorian 
finally discovers that what he has done is wrong, wrong at least in accordance to his 
learned prescriptions for behavior. Dorian's repentance, here, could be considered the 
first and the most important step of moral redemption. However, it also contradicts what 
Larry J. Kreitzer calls the core message of the novel in Pauline Images in Fiction and 
Film: On Reversing the Hermeneutical Flow (1999): "that the importance of beauty and 
art supercede all other ethical considerations" (93). With an obsessive feeling of 
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remorse, Dorian's recognition of the need to repent sheds light on the extent to which he 
has incorporated the social values and beliefs into his own personality. 
In fact, Jekyll's and Dorian's conformity to the traditional Victorian values is 
nowhere more explicit than when they destroy their doubles in the end, which results, 
however, also in their own death. Although Jekyll's "drug-induced metamorphosis" has 
provided him an efficient way to release himself from social oppression, it is also the 
source of misfortune (Currie, 119). In the process of recounting his experience of 
degeneration, Jekyll also confesses, "If I am the chief of sinners, I am the chief of 
sufferers also" (58). Initially, Jekyll intends to create a double to gain more personal 
freedom in an increasingly oppressive Victorian society. However, the result turns out to 
be rather disappointing. Although he can taste the forbidden pleasure with the assistance 
of the double, he never succeeds in setting himself above the ethical bases of civilization. 
'Wi th his mind so deeply haunted by the Victorian orthodoxy, he rejects, denies and 
suppresses Hyde who is commonly condemned as a criminal. In return, the double, 
under severe suppression, arises to enslave rather than to liberate his subject. As an 
inner creature splitting off from Jekyll's body, Hyde is no longer satisfied with his 
subordinate status and he tries to overrule his subject for domination. Repeating crimes 
with escalating brutality, he becomes a monster over which Jekyll can have no control: 
If I [Jekyll] slept, or even dozed for moment in my chair, it was always 
as Hyde that I awakened. Under the strain of this continually 
impending dome and by the sleeplessness to which I now condemned 
myself，ay, even beyond what I had thought possible to man, I 
became, in my own person, a creature eaten up and emptied by fever, 
languidly weak both in body and mind, and solely occupied by one 
thought: the horror of my other self. (95) 
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Instead of enhancing Jekyll's assertion of will, Hyde conversely and ironically becomes 
a permanent menace, a continual threat to his subject. As suggested by Gillespie, The 
Strange Case of Dr Jekyll and Mr Hyde is indeed a cautionary tale of overreaching 
because it is "resolved in favor of orthodoxy" (132). Following the path of social 
conformity, Jekyll repents for his wrongdoing and "the moral of the story is reinforced 
by [his]'self-destruction'" (Gillespie, 132). Throughout the novel, no one can truly 
guess the real relationship between Jekyll and Hyde. Yet, even if he can escape legal 
coercion and social sanction, justice is still upheld at the end: "I bring the life of that 
unhappy Henry Jekyll to an end" (97). With a moralizing effect, Jekyll's ultimate death 
represents a form of self-punishment, a punishment resulting from the guilt and shame 
generated by a lingering sense of Victorian moral obligation. Even more important, 
Jekyll's tragic end also suggests what will happen when one works against the 
conventional norms aggressively. 
In a similar fashion, the tragic end of Dorian also reinforces the triumph of 
orthodoxy over human corruption. Like Jekyll whose transgression results only in death, 
Dorian is also punished for striving against bourgeois morality and leading a life of 
degradation. According to Michael Kane in Modem Men: Mapping Masculinity in 
English and German Literature, 1880-1930 (1999)，"Dorian's death at the end of the 
story seems to come as punishment for an immoral, sybaritic life" (44). Initially, Dorian, 
facilitated by the magical portrait, commits himself fully to declare the worth of the 
individual. Challenging the Victorian ideal of somber respectability, he puts himself 
forth as a subversive symbol of personal and moral liberty. However, while his aesthetic 
double is exerting a liberating effect on him, it also threatens him with imprisonment 
because it suggests to him that unrestrained freedom is awful and horrible. Its 
continuous disfiguration even creates a tremendous terrorizing effect on Dorian. With 
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the assistance of the magical portrait, he may avoid the hideousness brought by aging 
and degradation. Yet, it is also through the portrait that he finally awakes to the horror of 
his crime. Haunted so much by his aesthetic double, Dorian finally kills it in a moment 
of intolerable torment. In fact, by killing the portrait, he actually proves himself as an 
orthodox practitioner. As indicated by Kreitzer, 
The final act of Dorian stabbing the painting which inadvertently 
means that he is also ending his own life has frequently been read as 
the desperate act of a repentant sinner who realizes the error of his 
way. The penitent Dorian attempts to eradicate the evil of his life, and 
accepts divine punishment for his depravity in the process. Thus, the 
ultimate destruction of the portrait represents the victory of Dorian's 
conscience against the prevailing philosophical opinions of his day. 
(92-93) 
Living in an aristocratic context of aesthetic dandies, Dorian inevitably assimilates 
Henry's decadent theory to go against the Victorian orthodoxy. But the fact is, no matter 
how amoral he claims himself to be, he still fails to sustain the blame of his socially-
ridden conscience. While Dorian is destroying the portrait, he commits not only "a 
homicide", but also "a suicide" because the aesthetic double is just a dissociated yet 
indispensable part of him. Like Jekyll and Hyde, who are the two halves of a single 
person，Dorian and his portrait are so closely connected that their destinies are 
interlocked with one another. When one dies, the other can never survive. Certainly, 
death is one crucial punishment for Dorian's corruptive lifestyle. However, the greatest 
punishment includes not only death itself, but also the transference of the physical 
ugliness from the portrait back to his own body. Throughout the whole course of his life, 
Dorian tries desperately to escape the stain of physical hideousness. Yet finally, he 
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becomes 'Vithered, wrinkled and loathsome of visage" (224). Whatever he does, he 
cannot keep the "stainless purity of his boyish life" at the end (100). This tragic ending, 
like that of The Strange Case of Dr Jekyll and Mr Hyde, teaches readers a common 
lesson that transgression will only result in disaster. 
To conclude, in The Strange Case of Dr Jekyll and Mr Hyde and The Picture 
of Dorian Gray, both Jekyll's physical splitting into Hyde and the disfiguration of 
Dorian's portrait manifest some extreme forms of rebellion. However, attention should 
be paid to the fact that Jekyll and Dorian do not create doubles merely to revolt against 
the oppressive Victorian society. Jekyll, for example, aspires to be typically respectable 
and pure. Unable to see his well-being contaminated, he creates Hyde so that the latter 
can bear all sorts of burdens for him while he himself can pursue the ideal of right 
conduct. Dorian, falling in love with his own body narcissistically, aspires to keep his 
youthful beauty. Unable to bear any stain of physical hideousness, he makes a feverish 
wish to let the portrait grow old for him. In this regard, both Jekyll's and Dorian's 
transgressions are partly driven by their own personal interests. Yet, with the assistance 
of the doubles, they can all increasingly free themselves from the restraints imposed on 
them from outside. For them, the doubles not only provide them a chance to realize their 
fUll potential, but also a fertile ground in which the seeds of their own undoing have 
room to germinate. However, while challenging the social rules to obtain unrestrained 
freedom, they also feel guilt when they proceed to moral degradation, which results in 
self-destruction at the end. Such suicidal endings function very much as modem 
parables and the moral expressed can indeed be summarized by Wilde's own words in St 
James's Gazette on 26 June 1890: 
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